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 This dissertation explores the perceived readiness of potential violin majors (PVMs) in 
the United States for university-level violin study. The purpose of this study was to explore 
violin professors’ expectations of PVMs in the United States, their perceptions of how these 
expectations are being met, and how PVMs can be prepared to meet these expectations. A lack of 
research into how PVMs in the United States are being prepared for the rigors of university-level 
violin study warranted investigation to define violin professors’ expectations and their 
perceptions of the preparedness of PVMs.  
 A descriptive instrumental exploratory study was conducted using qualitative and 
descriptive statistical data with 121 participants (n = 121). The participants were tenure-track and 
tenured violin professors in the United States who have taught for at least three years at 
universities accredited by the National Association of Schools of Music (NASM) and whose 
teaching loads consist of a minimum of 75% applied violin lessons. Participants were asked to 
define their ideal expectations of PVMs, their perceptions of how these expectations have been 
met, and advice they have for the adults who help prepare PVMs. Data were collected online 
through a Qualtrics survey and Zoom video interviews. 
The findings indicated that violin professors generally agreed upon their expectations of 
PVMs, which include having a solid technical foundation, performing repertoire that is aligned 
with their technical development, and being open-minded. Violin professors perceived that less 







developmentally appropriate repertoire, though most PVMs were perceived to demonstrate an 
openness to learning. Most violin professors accept PVMs into their studios whom they perceive 
to be unready for university-level study, usually due to administrative pressure.  
To meet violin professors’ expectations, they suggest that PVMs work with private violin 
teachers outside of the K-12 music classroom. Private violin teachers should hold PVMs to a 
high performing standard, be familiar with violin professors’ expectations, and have the subject 
matter knowledge and pedagogical content knowledge necessary to develop a solid technical 
foundation and assign level-appropriate repertoire. Other influential adults include K-12 music 
teachers, although learning outcomes for K-12 music classes differ significantly from violin 
professors’ expectations.  
Overall, this study demonstrated a clear disconnect between violin professors’ 
expectations and how PVMs are being prepared to meet them. The data showed that participants 
made the following assumptions: (a) PVMs take private lessons and are already “apprentices” 
working with a “master,” (b) audition websites present adequate information for PVMs, and (c) 
private teachers have the subject matter knowledge to prepare PVMs to meet technical 
expectations and perform with high standards. There appears to be an overall lack of 
communication and collaboration not just from violin professors, but also from private teachers 
and K-12 classroom music teachers.  
Recommendations for practice and implementation are offered to the three identified 
populations that interact with PVMs: violin professors, private teachers, and K-12 classroom 
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This study investigated violin professors’ perceptions of the readiness of potential violin 
majors (PVMs) to pursue university music degrees. Many students who pursue music degrees 
must study a primary instrument or voice for their degree program duration and receive weekly 
one-hour applied lessons. For the purposes of this study, any music majors who receive weekly 
one-hour violin lessons as part of their curricular requirement are referred to as “violin majors” 
throughout this document. Degrees that require weekly one-hour applied lessons as part of their 
curriculum may include the Bachelor of Music in Performance, the Bachelor of Music 
Education, and the Bachelor of Arts in Applied Music, among others.  
The term “PVMs” is used throughout this document to describe pre-college students who 
wish to major in violin at the university level. The purpose of this study was to explore violin 
professors’ expectations of PVMs in the United States, their perceptions of how these 
expectations are being met, and how PVMs can be prepared to meet these expectations. 
Currently, there is no published research about how PVMs are prepared to succeed in university-
level violin study. The most effective way to gain skill and expertise is through one-one-one 
tuition (Gruber et al., 2008; Lehmann & Kristensen, 2014; McPherson et al., 2017; Shuler & 
Shuler, 2020), but we cannot assume that all PVMs are receiving private instruction. They may 
be preparing to major in violin with assistance from a K-12 classroom music teacher (who may 
or may not be a violinist), another teacher figure, a family member, or without any guidance at 
all. In this document, this adult population is referred to as other pre-college instructors 
(OPCI’s). 




This chapter provides a narrative, background and rationale for the study, theoretical 
framing, problem statement, research questions, overarching purpose, conceptual frameworks, a 
brief description of the research methodology, and researcher assumptions at the outset of the 
study. Definitions for key terms are also included at the end of the chapter. 
Narrative 
 I bring two perspectives to this study: my own experience as a potential violin major 
(PVM) in Canada and my experience as a violin professor teaching in the United States. 
Personal Experience as a Potential Violin Major 
As a violinist who received training in Canada but whose professional career is based in 
the United States, I have noticed there is little to no accountability for private teachers or OPCIs 
who work with pre-college violinists in the United States. In Canada, the Royal Conservatory of 
Music (RCM) provides a graded curriculum, outside of K-12 school, for music students to 
develop the competencies required for university-level violin study. The RCM curriculum and 
syllabus are discussed later in this chapter and in the literature review. The RCM is so 
entrenched in Canadian culture and education that it is generally understood by all Canadians, 
including non-musicians, that students must perform at least at the Grade 10 level to succeed in 
university-level instrumental or vocal studies.  
As a young violinist, my private violin teacher used the RCM syllabus to select repertoire 
and assign technical work, and I took RCM examinations regularly. I received marks and 
detailed written feedback from adjudicators after each exam, which I would share with my 
parents and private teacher. The marks I received gave me, my parents, and my private teacher a 
sense of how I compared to other violinists at the same grade nationally. The written feedback 
helped my private teacher focus on areas of my development that needed attention and taught me 




to receive criticism and be objective about my violin playing. My parents, who are non-
musicians, knew that my progress through the RCM grades meant that I was steadily improving 
in ability and gaining new technical skills. 
Due to the scaffolded learning outcomes and sequenced repertoire and technical work 
listed in the syllabus, I easily completed the Grade 10 violin exam and its academic corequisites 
in high school. These corequisites included examinations in the rudiments of theory, music 
history, harmonic analysis, and counterpoint. While I was admittedly less interested in these 
subjects than playing violin, I never questioned their role or importance in my music education. 
Even though I had not considered majoring in violin performance until I was in Grade 12, I was 
well-prepared for university-level study because I had been following the RCM curriculum.  
Personal Experience as a Violin Professor 
I have been teaching university-level violin performance in the one-on-one lesson setting 
in the United States for over 15 years, first as an adjunct, and now as a tenure-track full-time 
violin professor. I have taught at three universities in the United States, including a state school 
with a large and well-respected School of Music. One of my duties as a violin professor includes 
adjudicating entrance auditions by PVMs. Often, students seem to have been taught only the 
required audition materials without scaffolding, usually performing repertoire beyond their 
technical ability. Their private teachers or other pre-college instructors (OPCIs) appeared to be 
“teaching to the test.” It was a rude awakening for me because the PVMs auditioning for my 
program at a well-known School of Music were significantly unprepared compared to PVMs in 
Canada. Even more shocking to me was that we were forced to accept these PVMs to meet the 
institution’s recruitment goals. I remember one year that my professor in Canada did not accept 
any first-year violin students because he was dissatisfied with their level of performance.  




When students have been below the expected level of progress at the time of the audition 
and exhibit several skill gaps, I have always been willing to work with them because they are 
eager to learn and improve. I have never rejected nor dismissed them because it was obvious to 
me that these students’ gaps in violinistic ability were the product of their private teaching. 
Based on the swift upward trajectory of these students’ advancement once they began working 
with me, it was clear that they could have been far more advanced in their development as 
violinists if their pre-college training had included technical work and level-appropriate 
repertoire. In conversations with other musical friends and colleagues, all have had similar 
experiences when auditioning, accepting, and ultimately working with incoming first-year 
students.  
The financial consequences for PVMs and their parents or guardians cannot be ignored. 
Along with other violin professor colleagues, I have encountered numerous PVMs who have 
spent thousands of dollars on private violin lessons yet are technically and musically 
underdeveloped. Based on their progress once they are violin majors, I could reasonably infer 
that these students would have been perfectly capable of developing these skills before 
university, but their private teachers did not prioritize them. While there is some accountability 
for violin teachers in public schools and colleges, “any musician can open a studio and solicit 
individual students. This creates questions about motivation, training, and quality of instruction” 
(Fredrickson, Moore, & Gavin, 2013, p. 333).  
Most first-year violin majors I have taught were fond of their private teachers or OPCIs 
which implies that these teachers had some of the necessary essential attributes of general 
pedagogical knowledge, such as communication and rapport. However, these private teachers 
and OPCIs could likely improve their pedagogical content knowledge (PCK) and perhaps even 




subject matter knowledge (SMK). Additionally, critical thinking skills could be encouraged more 
in these students. When I ask first-year students questions about the technical and musical 
choices they make, they can rarely provide an answer. Most students are also uncomfortable 
learning music independently; they cannot select optimal bowings and fingerings because they 
have not had the opportunity to find solutions on their own. Their prior private teachers or OPCIs 
had simply told them what to do without explaining why. While the students have at least one 
scale book and étude book, these materials, like their repertoire, are too advanced for their 
current level. I rarely see any evidence of scaffolded learning in first-year violin majors.  
The well-rounded musical education that I received myself as a PVM in Canada was the 
norm for Canadian music majors. By the time I started my university-level studies, I knew that 
musicianship skills, including an understanding of style, musical artistry, theoretical knowledge, 
and historical context were part of my overall training as a violinist and musician. It has been my 
experience that PVMs in the United States have not been prepared to prioritize these vital skills. 
Instead, private teachers and OPCIs have focused mainly on assigning increasingly challenging 
repertoire. The progression of repertoire assigned may often outstrip students’ musical and 
technical capabilities. 
Students can often be frustrated when they start university because I (and other violin 
professors), hold them to much higher standards and am unrelenting in my demands compared to 
their previous teachers. Students may feel that they are taking a step backward as I seek to fill in 
all the gaps in their knowledge. It often takes several weeks or even months for me to shift the 
mindset of a new violin major to focus on technique rather than repertoire. Once these violin 
majors realize that their improved technique allows them to play repertoire with greater ease, 
they invariably ask me why their private teachers did not focus on technical development. 





This section provides some background and context for this study. It describes the 
master-apprentice tradition; how the United States compares to Australia, Canada, New Zealand, 
and the United Kingdom in providing nationally-recognized resources for potential violin majors 
(PVMs); and expected graduation outcomes for baccalaureate violin majors. 
The Master-Apprentice Tradition 
For centuries, in Western European classical music, the one-on-one master-apprentice 
model has been the standard manner in which students learn to play their instruments. However, 
one-on-one instrument instruction is an under-researched area of music education (Barry, 2007; 
Ha, 2017b; Kennell, 2002; Montemayor, 2008; Nelson, 1983). This is likely because these 
lessons take place outside of the regular K-12 school curriculum. Ideally, PVMs will take several 
years of one-on-one lessons with a private violin teacher, outside of K-12 school, before entering 
university (Adams-Johnson, 2015; Cranmore et al., 2019; Herndon, 2016).  
Many private violin teachers’ only exposure to the one-on-one setting is when they were 
students themselves in private lessons with their violin instructors (Bennett & Stanberg, 2006; 
Brand 1992/2010; Burwell et al., 2019; Fredrickson, Geringer, & Pope, 2013). Colleges and 
universities in the United States provide little to no training to music students to prepare for 
teaching in the one-on-one setting (Fredrickson, 2007a; Fredrickson, Geringer, & Pope, 2013).  
Even if PVMs do undertake several years of private study, there is no guarantee that their 
private teacher will possess the skills or competencies to prepare them for university-level study. 
It may be that these private teachers possess more general pedagogical knowledge (GPK) than 
subject matter knowledge (SMK) and pedagogical content knowledge (PCK). GPK includes the 
ability to develop rapport and trust with students and to communicate well with children; these 




teachers with GPK but not SMK nor PCK may be well-suited to teaching students who are 
taking lessons without the intent of pursuing university-level study.  
Graded Syllabi and Curricula 
In Australia, Canada, New Zealand, and the United Kingdom, there are nationally 
recognized, comprehensive, and graded syllabi and curricula available for pre-college music 
students (outside of mandated K-12 education) that provide a clear pathway to meet the 
expectations required to major in instrumental or vocal music in higher education. These syllabi 
and curricula are intended to detail and uphold a national standard of instrumental or vocal 
performance. These materials are available to the general public, including students and their 
parents or guardians. Private teachers and OPCIs in these countries are not required to follow 
these curricula, but the availability of these resources leads to all involved parties being well 
informed about preparing to major in instrumental or vocal studies. 
These curricula are scaffolded and provide a well-rounded musical education and are 
divided into practical and academic music subjects. The practical subject refers to instrumental 
or vocal study. The instrumental and vocal curricula include repertoire representing different 
genres and historical eras, technical exercises, various aural tests, and sight-reading. The 
academic music subjects include theory (analysis, harmony and counterpoint), musicianship, and 
history. These curricula are discussed in depth in the literature review and Appendix B.  
In the United States, there is no national equivalent. Many state music educators’ 
associations provide graded repertoire lists and sponsor adjudicated festivals and competitions, 
but these lists serve the public school K-12 music classroom curriculum. While taking Grade 12 
classes typically qualifies students to continue studying these subjects at the 100-level in 
university, completing Grade 12 music performance classes (including orchestra and lessons) 




does not act as a prerequisite for 100-level music performance courses. Since the K-12 music 
performance curriculum is not intended to prepare students to major in instrumental or vocal 
studies at the university level, the state music educator graded repertoire lists are not informative 
for students wishing to major in instrumental or vocal studies in higher education. 
Baccalaureate Graduation Outcomes 
The National Association of Schools of Music (NASM) is the accrediting organization 
for music degrees in the United States. According to the National Association of Schools of 
Music Handbook (NASM, 2020), students who major in music 
must exhibit not only technical competence, but also broad knowledge of music and 
music literature, the ability to integrate musical knowledge and skills, sensitivity to 
musical styles, and an insight into the role of music in intellectual and cultural life. (p. 
99) 
Incoming first-year violin majors should demonstrate a solid technical foundation, have 
learned repertoire in a sequenced manner, and have some theoretical, historical, and stylistic 
knowledge of Western European classical music (Adams-Johnson, 2015; Cranmore et al., 2019; 
Reel, 2006). Violin professors expect incoming majors to have a proper and healthy setup, 
burgeoning musicianship, and technical development including basic bowing skills, tone 
production, secure intonation, and left-hand frame (Herndon, 2016; Reel, 2006; Talbot, 2000). 
PVMs should seek guidance from a private teacher who can provide a solid technical foundation, 
assign repertoire in a sequenced manner, and introduce theoretical, historical, and stylistic 
concepts (Adams-Johnson, 2015; Cranmore et al., 2019).  
In the researcher’s experience, few PVMs demonstrate solid technical skills and this 
breadth of knowledge. Students tend to audition with repertoire beyond their technical capability 
and have generally been assigned repertoire that is not in line with their technical development. 
They also seem to have little knowledge of the major historical eras or an understanding of 




musical style. These problems can have potentially adverse effects on these PVMs because they 
must focus on remedial work at university rather than developing the tools required to succeed in 
a highly competitive field (Mio, 2018). 
Per NASM requirements, upon graduation, violin majors must show 
achievement of professional, entry-level competence in the major area, including 
significant technical mastery, capability to produce work and solve professional problems 
independently, and a coherent set of artistic/intellectual goals. (NASM, 2020, p. 102) 
Time spent on remedial work reduces the amount of time violin professors have to work with 
violin majors to meet these requirements.  
Rationale and Significance 
This study’s rationale emerged from a lack of research into how potential violin majors 
(PVMs) in the United States are prepared for university-level study. The researcher’s own 
experience in auditioning, accepting, and ultimately working with incoming first-year students 
indicates that they are often inadequately prepared to major in violin. Informally, her experience 
matches with other violin professors. Therefore, research on how to prepare PVMs to meet violin 
professors’ expectations was warranted.  
Three populations should be studied to glean a complete picture of how PVMs become 
ready to study music at the university level: (a) violin professors, (b) private teachers and other 
pre-college instructors (OPCIs), and (c) potential violin majors (PVMs). At this exploratory 
stage, the focus is on violin professors. Ideally, a study that explores how private teachers and 
OPCIs prepare PVMs would be conducted. However, this population is unknown; one of the 
difficulties in researching private violin teachers and OPCIs is that no directory or database 
exists that provides a comprehensive listing of who these people are. This is because no 
qualifications or credentials are required for private teachers and OPCIs. Studying PVMs is 




complicated because they are minors, and like private teachers and OPCIs, this population is also 
unknown; it would be difficult to identify members of this population for study.  
Framing 
No theoretical framework in its entirety was used for this study. Rather, aspects of two 
theoretical areas framed this study: expertise acquisition and teaching effectiveness. Expertise 
acquisition theory was relevant to this study because it provided insight into how potential violin 
majors (PVMs) may gain the knowledge and skills that violin professors expect. While PVMs 
are not expected to have achieved total expertise on the violin by the time they start music 
degrees, they should be well on the path towards mastery. Teaching effectiveness theory was 
relevant to this study because violin professors base their expertise in both teaching and 
performing. Violin professors also expect that PVMs work with a private teacher to prepare for 
university-level study. 
In the next subsection, expertise is defined, general theoretical frameworks for expertise 
acquisition are outlined, followed by theoretical frameworks for music expertise acquisition and 
acquisition of violin performance skills. In music expertise, the early phases of development, 
before university-level study, are explored. In expertise in violin, general and music-specific 
literature on expertise acquisition relevant to this study is synthesized and generalized. 
Three frameworks of teaching effectiveness are relevant to this study: Shulman’s (1986a) 
framework for teaching effectiveness, Wood et al.’s (1976) concept of scaffolding, and 
Vygotsky’s (1978) Zone of Proximal Development (ZPD). They are described in the subsection 
following “Expertise Acquisition.”  





 Winegard et al. (2018) define expertise as  
the mastery of specific skills that allow for performance that is beyond one’s peers … 
real expertise is not simply possessing skill or fluency; it involves extreme skill that 
allows for consistent performance. (p. 40) 
Gaining expertise is also “a long-term developmental and adaptive process, resulting from rich 
instrumental experiences in the world and extensive and deliberate practice and feedback” 
(Feltovich et al., 2018, p. 64).  
General Theoretical Frameworks for Expertise Acquisition  
Early research in the 1800s into outstanding achievement by Galton theorized that the 
ability to reach high levels of expertise was innate and hereditary, fulfilled through a capacity for 
hard work and the ability to focus one’s stills on a particular goal (Chaffin & Lemieux, 
2004/2012; Ericsson, 2018). As Galton’s theory did not take race, gender, wealth, or social status 
into account, it was debunked by the early 1900s. Most notably, researchers discovered that IQ 
and other measures of mental capacities do not predict expertise in any particular domain and 
that “systematic differences between experts and less proficient individuals nearly always reflect 
attributes acquired by the experts during their lengthy training” (Ericsson, 2018, p. 11). 
An important area of focus in theoretical frameworks for expertise acquisition is learning 
environments (Bloom, 1985). In Simonton’s (2018) summary of the empirical research on 
general expertise acquisition, he found that three distinctive learning environments that led to 
acquisition of expertise (Figure 1.1). The factors that constitute learning environments include: 
1. Family background. The socioeconomic status (SES), education, and occupation of 
parents can have a tremendous influence on expertise acquisition. PVMs from a high 
SES family and/or have a family history of expertise in music have a distinct 
advantage. 




2. Education and training. Research indicates that approximately 10 years of committed 
practice and training in the form of “formal education, private instruction, coaching, 
or mentoring, exposure to domain-specific role models, and various forms of self-
education” is required to become an expert (Simonton, 2018, p. 318). 
3. Sociocultural context. This can include family support, culture, and values, as well as 
geographical location. Potential “will not become fully realized in a milieu that 
discourages the corresponding domain of achievement” (Simonton, 2018, p. 318).  
Experts can gain elite levels of performance when they start “early to engage in relevant 
training activities in the domain and were supported both by exceptional teachers and by 
committed parents” (Ericsson, 2018, p. 13).  
Figure 1.1  
Factors That Contribute to Expertise in Music 
 
Expertise in Music  
The first phase of Jarvin and Subotnik’s (2010) three-stage model of transitions from 
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applies to music students before university-level or conservatory-level music study. The 
literature on music practice, focusing on “deliberate practice” (Ericsson et al., 1993, p. 363), and 
its importance in the expertise acquisition, is discussed. 
The transition from ability to competence. Jarvin and Subotnik (2010) created a three-
stage process, based on research with music conservatory faculty, that details the transitions from 
ability to scholarly productivity and artistry (Figure 1.2).  
Figure 1.2  
Transitions from Ability to Scholarly Productivity/Artistry 
 
Note. From “Wisdom from Conservatory Faculty: Insights on Success in Classical Music 
Performance,” by L. Jarvin and R.F. Subotnik, 2010, Roeper Review, 32(2), p. 80. Reprinted 
with the authors’ permission. 
 
The first phase, moving from ability to competence, describes the factors and variables 
that are the most important in pre-university music students. The second phase, moving from 




competence to expertise, details how factors and variables from the first phase evolve and 
change in importance and new factors that come into play. Students studying music in higher 
education are typically in the second phase. The final phase, moving from expertise to scholarly 
productivity/artistry, reviews which factors and variables are the most important and which have 
become innate. By the expertise stage, musicians should 
arrive at a level of skill at which technique is no longer an issue. Rather than reflecting 
upon and strategically employing particular technical skills, the expert instrumentalist 
intuitively adopts these skills in a pure act of musical communication. (Johansson, 2015, 
p. 131) 
The first phase where early-stage music students move from ability to competence 
applies to students who have not yet begun university-level or conservatory-level music study. In 
this stage, students must learn to learn quickly, analyze patterns and structures, develop technical 
proficiency, and persist through good and bad times. External factors include parental support or 
pressure, the quality of the student-teacher experience, and external motivation in the form of 
outside recognition of the student’s musical ability. Innate variables include charisma, intrinsic 
motivation, musicality, and “teachability” (Jarvin & Subotnik, 2010, p. 81). In Jarvin and 
Subotnik’s research, the participants were divided into two groups: those who thought that the 
innate variables could be developed and those who thought that they were fixed. When students 
have achieved “competence” (Jarvin & Subotnik, 2010, p. 80), they are ready for university-level 
music study. Jarvin and Subotnik (2010) add that private teachers and parents play crucial roles 
in helping students acquire competence. 
Expertise through practice. Many researchers suggest that in music, expertise is 
achieved after prolonged and effective practice (Chaffin & Lemieux, 2004/2012; Ericsson et al., 
1993; Hallam & Bautista, 2012; Johnson & Proctor, 2017; Lehmann et al., 2018; Sloboda et al., 
1996). They also note that students require the guidance of a teacher to teach them how to 




practice. Quality of practice is valuable; mindless repetition of musical passages will not lead to 
improvement. Instead, careful and targeted practice with deliberate critical thinking yields 
improvement. According to Chaffin and Lemieux (2004/2012), the five fundamental 
characteristics of practice are concentration, goal setting, self-evaluation, strategies, and the big 
picture (Figure 1.3).  
Figure 1.3  
The Five Fundamental Characteristics of Practice 
 
1. Concentration. Concentration is related to the quality of practice; one hour of 
mentally focused and engaged practice yields better results than several hours of 
mindless playing. In concentrated practice, the musician spends more time thinking–
evaluating, analyzing, preparing, mentally correcting–than playing. 
2. Goal-setting. Setting goals leads to more effective practice; careful, targeted practice 
of specific areas in the piece rather than playing through from start to finish will lead 














3. Setting standards and self-evaluation. Teachers are “essential” in helping students 
learn to set standards and evaluate their own playing (Chaffin & Lemieux, 2004/2012, 
p. 27). The students then must apply these skills to their own practice when they are 
unsupervised. Students’ self-evaluation should not be emotionally engaged; a student 
should simply self-assess without adding a negative value (for example, “I should not 
rush” compared to “I am terrible because I rush”). 
4. Strategies. Effective practice strategies need to be developed to learn new technique 
and pieces, maintain current skills, and prepare for performance. 
5. “The Big Picture” (Chaffin & Lemieux, 2004/2012, p. 28). Keeping the scope of the 
entirety of a work is also essential. When practicing, students should strive to develop 
the ability to switch back and forth from small details to the larger artistic picture. 
Ericsson et al. (1993) conducted a study on violin and piano students at the Music 
Academy of West Berlin but generalized the findings to all musicians. Ericsson et al. (1993) use 
the term “deliberate practice” (p. 363) to describe activities designed to improve performance, 
including overcoming plateaus. It is defined as “the individualized solitary practice in classical 
instrumental music as directed by a qualified teacher” (Ericsson & Harwell, 2019, p. 2). 
Deliberate practice must be directed because “mere repetition of an activity will not 
automatically lead to improvement in, especially, accuracy of performance” (Ericsson et al., 
1993, p. 367). Deliberate practice requires intrinsic motivation and effort to discover new and 
effective strategies to improve the current level of performance. For beginners, deliberate 
practice is achieved best in an individualized setting with a teacher who can diagnose errors, 
provide informative feedback, and sequence appropriate training tasks. Because deliberate 
practice requires time and resources, in the case of younger students,  




someone in the individual’s environment must be willing to pay for training material and 
the time of professional teachers, as well as for transportation to and from training 
facilities. (Ericsson et al., 1993, p. 368) 
As students advance, they should be able undertake deliberate practice without supervision. 
Like Jarvin and Subotnik (2010), Ericsson et al. (1993) created a phased framework to 
outline the path to expertise (Figure 1.4). This four-phase theoretical framework outlines 
attaining expert performance through deliberate practice. The first phase begins with the 
introduction to a domain and focuses on play rather than work or practice. Children in this first 
phase need parental involvement and support. The second phase begins with the introduction of 
deliberate practice and instruction. The third phase starts with a commitment to the full-time 
pursuit of improving performance in a domain. The fourth and final phase begins when one can 
make a professional living as a performer in this domain and/or surpass their teachers’ 
knowledge. The first two phases of this framework correlate to music students’ trajectory before 
university-level music study.  
Figure 1.4  
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Ultimately, the level of expertise gained is dependent on the amount of deliberate 
practice, which is learned through instruction. Simultaneously, the attention and focus required 
to engage in deliberate practice are limited, meaning that effective daily practice cannot be 
sustained for long periods. Therefore, in addition to skill acquisition, optimizing and increasing 
attentiveness must also be incorporated into deliberate practice. Beginners may practice for 10 to 
20 minutes and gradually increase the frequency and length of these sessions. Sudden increases 
in frequency and duration of practice sessions may result in mental burnout, physical injury, and 
motivational issues. 
Expertise in Violin 
Research has shown that developing expertise in the violin seems to take longer than 
other instruments, except for the piano, which requires equal time and dedication (Ericsson et al., 
1993; Lehmann et al., 2018). An early start on the violin is advantageous as is being born into a 
musical family; Bloom (1985, as cited in Frazier et al., 2015) noted that 
world-class violinists began practicing violin at about 4 years of age and tend to come 
from homes where two parents are fine musicians and at least one parent is a very 
accomplished violinist. (p. 88) 
Research suggests that a minimum of 10 years of targeted work and practice is required 
to become an expert; this applies to both mental and physical endeavors (Ericsson et al., 1993). If 
PVMs hope to be experts on their instruments by the time they complete their undergraduate 
degrees, they should have at least six years of violin study before starting university (Chaffin & 
Lemieux, 2004/2012). Performing the violin is a combination of both mental acuity and physical 
athleticism; “Fundamentally, violin technique (of any sort) does not match the natural movement 
of the body. Instead, it is the result of certain ways of disciplining the body” (Johansson, 2015, p. 
130). Regular and dedicated practice is required to develop and maintain musical and violinistic 
skills. 




PVMs must be motivated to develop violin technique; without it, they will unlikely 
master the skills needed to pursue university-level study (Chaffin & Lemieux, 2004/2012). There 
are two types of motivation: intrinsic and extrinsic. While younger students typically develop 
better practice strategies with parental involvement and supervision, there is evidence that 
continued parental involvement results in a lack of intrinsic motivation on the part of the student. 
Extrinsic motivation, such as meeting the requirements for acceptance into university-level violin 
study, may propel a student to practice with a specific external goal in mind. 
Expertise Framing Summary 
Since PVMs cannot change their family backgrounds, degree of parental involvement, 
location, or SES, the central aspect of expertise acquisition used to frame this study is the 
development of technical proficiency through private instruction. The literature and research on 
the acquisition of musical skills indicate that working in a one-on-one setting with a teacher is 
essential. The additional aspects of music expertise used to frame this study are motivation, 
“teachability” (Jarvin & Subotnik, 2010, p. 81), and practice. 
Teaching Effectiveness 
Expertise acquisition theory emphasizes the importance of a private teacher in helping 
PVMs develop technical proficiency and other competencies. Therefore, teaching effectiveness 
was also used to frame this study. Shulman’s (1986a) framework for teaching effectiveness, 
Wood et al.’s (1976) concept of scaffolding, and Vygotsky’s (1978) Zone of Proximal 
Development are discussed below. 
Shulman’s Framework 
Educational psychologist Lee Shulman (1986a) developed a three-part teaching 
framework. To be effective, teachers should have: (a) subject matter knowledge (SMK), (b) 




pedagogical content knowledge (PCK), and (c) general pedagogical knowledge (GPK). SMK is 
the comprehensiveness of the instructors’ knowledge in their field of expertise; Shulman (1986b) 
writes, “The teacher need not only understand that something is so; the teacher must further 
understand why it is so” (p. 9). PCK “goes beyond knowledge of subject matter per se to the 
dimension of subject matter knowledge for teaching” (Shulman, 1986b, p. 9). GPK refers to 
general teaching principles, such as 
presenting clear explanations and vivid descriptions; assigning and checking work; and 
interacting effectively with students through questions and probes, answers and reactions, 
and praise and criticism. (Shulman, 1987, p. 17) 
In framing this study, only SMK and PCK are explored in depth. The literature on GPK, such as 
rapport and flow, has been omitted because this study focuses on the skill acquisition of PVMs. 
Violin-specific SMK and PCK are discussed further in depth in the literature review.  
Subject matter knowledge (SMK). SMK is the comprehensiveness of one’s knowledge 
in their field of expertise; Shulman (1986a) writes,  
Thus it is the knowledge of physics expected of a successful university physics major, 
or the knowledge of Shakespeare’s plays appropriate for a college English literature 
major. (p. 26)  
In the case of the violin expert, SMK is more than just the ability to execute technical and 
musical skills; violin experts must understand how and why they can perform these skills. 
Private teachers and other pre-college instructors (OPCIs) must themselves have SMK; how else 
can they ensure that PVMs will gain SMK? 
Pedagogical content knowledge (PCK). PCK goes beyond the understanding “that 
something is so” and “why it is so” (Shulman, 1986b, p. 6); it encompasses the ability to transfer 
knowledge to the learner. Teachers, experts, and masters must understand how SMK of specific 
subjects is “comprehended or typically misconstrued . . . learned and likely to be forgotten” 
(Shulman, 1986a, p. 26) by students. Three studies that provide demonstrations of PCK of 




successful and renowned applied music professors (Duke & Chapman, 2011/2016; Duke & 
Simmons, 2006; Parkes & Wexler, 2012) are discussed in depth in the literature review. 
Scaffolding and the Zone of Proximal Development 
Scaffolding (Wood et al., 1976) and the Zone of Proximal Development (ZPD; Vygotsky, 
1978) are teaching strategies that require PCK. The concept of scaffolding was introduced by 
Wood, Bruner, and Ross in the 1970s. Scaffolding is a process in which the guidance or 
assistance of an expert instructor or teacher helps the learner to 
solve a problem, carry out a task or achieve a goal which would be beyond his unassisted 
efforts … It may result, eventually, in development of task competence by the learner at a 
pace that would far outstrip his unassisted efforts. (Wood et al., 1976, p. 90) 
For the learner to successfully complete the task or solve the problem, 
comprehension of the solution must precede production. That is to say, the learner must 
be able to recognize a solution to a particular class of problems before he is himself able 
to produce the steps leading to it without assistance. (Wood et al., 1976, p. 90) 
This “class of problems” can be defined as the Zone of Proximal Development (ZPD), a 
concept introduced by Soviet psychologist Vygotsky (1978). The ZPD is  
the distance between the actual developmental level as determined by independent 
problem solving and the level of potential development as determined through problem 
solving under adult guidance or in collaboration with more capable peers. (Vygotsky, 
1978, p. 86) 
Different learners may have different ZPDs; an instructor who assigns two learners who are 
currently at the same level a more difficult task or problem may discover that the task is within 
the ZPD for one learner and outside the ZPD for the other learner (Eun, 2019). For successful 
learning, instructors should assign problems and tasks within the ZPD (Figure 1.5). 




Figure 1.5  
The Zone of Proximal Development 
 
Learning through scaffolding is a six-step process directed by the instructor (Wood et al., 1976). 
The instructor’s role in each step is: 
1. Recruitment: to interest the learner in the new task or problem. 
2. Reduction in degrees of freedom: to simplify the task or problem by reducing its 
components “to the level where the learner could recognize whether or not he had 
achieved a ‘fit’ with task requirements” (Wood et al., 1976, p. 98).  
3. Direction maintenance: to ensure that learners stay on task and make “it worthwhile 
for the learner to risk a next step” (Wood et al., 1976, p. 98).  
4. Marking critical features: to note aspects of the problem or task that may be 
discrepant to the learning goal and redirecting the learning to “a correct production” 
(Wood et al., 1976, p. 98). 
5. Frustration control: to ameliorate the learners’ stress or frustration as they work on a 
new problem or task without creating over-reliance on the instructor. 
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6. Demonstration or Modeling: to show an “‘idealization’ of the act to be performed … 
in the expectation that the learner will then ‘imitate’ it back in a more appropriate 
form” (Wood et al., 1976, p. 98). 
While the instructor generally manages the scaffolding process, the main feature of both 
scaffolding and the ZPD is collaboration. Learners rely on the expert instructor to guide them 
through increasingly difficult problems and tasks, and the expert instructor must know the range 
of the learner’s ZPD. As Eun (2019) puts it, the learner and instructor 
are engaged in a collaborative activity oriented toward fulfilling a specific goal … The 
zone itself is created on the basis of a need for collaboration and assistance in 
accomplishing a specific activity toward an established goal. (p. 23)  
Teaching Effectiveness Framing Summary 
 Acquisition of expertise theory states that PVMs must work closely with expert violinists 
in a one-on-one setting. Teaching effectiveness theory states that teachers should have SMK and 
PCK. These private violin teachers should be able to assign scaffolded repertoire and technique 
within PVMs’ ZPD, which will help them advance in their skills and abilities.  
Problem Statement 
Many potential violin majors (PVMs) in the United States who audition to study music in 
higher education are often unprepared for the demands of university-level violin study perhaps 
due to ineffective violin instruction in their pre-college training. However, the extent of this 
perceived problem was unknown due to a lack of research in this area. Therefore, further 
research was warranted to determine how violin professors perceive the preparedness of PVMs. 
This study also uncovered some of the ways in which PVMs are prepared for university entrance 
auditions. Violin professors’ expectations and recommendations for meeting them also need to 
be shared. 





1. How do violin professors describe their expectations of potential violin majors 
(PVMs)? 
2. To what extent do violin professors perceive that PVMs are meeting these 
expectations? 
3. What advice do violin professors offer for those preparing PVMs for acceptance into 
university-level music programs? 
Purpose/Overarching Purpose 
There were many reasons for undertaking this study. Foremost, potential violin majors 
(PVMs) will better understand what is expected of them and how to prepare to meet violin 
professors’ demands. Private teachers and other pre-college instructors (OPCIs) will also be 
better informed as to what expectations are. Hopefully, a more explicit definition of violin 
professors’ expectations will help private teachers and OPCIs reconsider how they teach and 
what teaching materials they use. From a financial standpoint, PVMs who clearly understand 
violin professors’ expectations will be more likely to invest in working with someone who can 
demonstrably help them achieve these goals. Once these students begin their work as violin 
majors, they will spend less time on remedial work, which will allow them more time to focus on 
the graduation outcomes provided by the National Association of Schools of Music (NASM). 
Lastly, violin professors will be positively impacted if aspiring and incoming violin majors are 
better prepared to meet the professors’ expectations. 
The purpose of this study was to explore violin professors’ expectations of PVMs in the 
United States, their perceptions of how these expectations are being met, and how PVMs can be 
prepared to meet these expectations.  





The original conceptual framework developed for this study served as a guide for 
developing the survey and interview protocol (Figure 1.6). The categories and descriptors in the 
original conceptual framework were created from the literature review and findings from the 
pilot study. This initial framework was an overarching concept of the problem in this study. It 
provided a general outline of the factors involved including who may be preparing potential 
violin majors (PVMs), violin professors and their expectations, and the actual readiness of PVMs 
for university-level study. Since we do not know if PVMs are actually working with private 
teachers, other pre-college preparers (OPCIs) are also included in the framework to describe any 
adult who may help prepare PVMs. 
In developing the original conceptual framework, the categories were derived from the 
research questions. The intent of the first research question was to determine what competencies 
violin majors should have by the time they start higher-level study; therefore, the first category is 
“Violin Professors’ Expectations of Violin Majors.” The intent of the second research question 
was to determine whether there is a disconnect between what violin professors expect and what 
PVMs are being prepared for; therefore, the second category is “Violin Professors’ Perceptions 
of PVMs’ Readiness for University-Level Study.” The intent of the third question was to 
determine what private teachers and other pre-college instructors (OPCIs) need to do to prepare 
PVMs for higher-level study; therefore, the third category is “Advice for Private 
Teachers/OPCIs.” The original descriptors for each category are listed in Appendix A. 




Figure 1.6  
Graphic Depiction of the Original Conceptual Framework 
 
Upon completion of data analysis, the original conceptual framework was revised and 
expanded (Figure 1.7). Expertise and teaching effective theories as discussed earlier in the 
chapter were incorporated into the conceptual framework. According to expertise acquisition 
theory, PVMs achieve readiness for university-level violin study with private teachers’ guidance. 
According to teaching effectiveness theory, private teachers should have the subject matter 
knowledge (SMK) and pedagogical content knowledge (PCK) necessary to prepare PVMs for 
university-level violin study. The updated framework shows the influence of the master-
apprentice tradition on violin professors’ expectations regarding private teachers. We cannot 
assume that private teachers or OPCIs have the necessary SMK or PCK, including awareness of 
violin professors’ expectations, to prepare PVMs adequately. Therefore, neither conceptual 
framework shows any connections between the factors of private teachers, OPCIs, and their 
knowledge of violin professors’ expectations. The revised framework also illustrates the 
researcher’s personal experience of the disconnect between what violin professors’ expectations 
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are versus how prepared PVMs are perceived to be for university-level study. How the revised 
conceptual framework was developed is described in depth at the end of the discussion in 
Chapter V. 
Figure 1.7  































Approach/Plan of Research 
A descriptive instrumental exploratory study was conducted using qualitative and descriptive 
statistical data. Qualitative research methods focus on the subjective, human aspect of research 
while quantitative research is empirical (Hoy, 2010). A qualitative descriptive study’s aim is to 
provide “a rich, straight description” (Neergaard et al., 2009, Discussion section, para. 4) of a 
phenomenon using both quantitative and qualitative data (Given, 2007). The study took place 
online.  
Participants 
Participants were tenured or tenure-track violin faculty at four-year colleges and 
universities across the United States selected from the College Music Society Directory of Music 
Faculties in Colleges and Universities, U.S. and Canada. Other participant criteria included: 
teaching at an institution accredited by the National Association of Schools of Music (NASM), at 
least three years of teaching applied lessons at the university level, and a teaching load of at least 
75% applied classical violin lessons; the online survey automatically excluded violin faculty who 
did not meet these criteria.  
Data Collection 
Data collection methods included an online survey, in-depth follow-up video interviews 
online, and documentary material including university audition websites.  
Data Analysis 
“First Cycle” and “Second Cycle” (Miles et al., 2014, p. 70) coding were used to analyze 
qualitative data. Triangulation was achieved through multiple data collection methods and 
multiple data sources. Research journals were kept to maintain reflexivity and provide an audit 
trail.  




Role of the Researcher 
The researcher sought answers to the research questions from a population to which she 
belongs–violin professors in the United States. Her role as an insider likely increased the 
response rate and allowed for immediate rapport in the interview setting.  
Assumptions 
Based on the researcher’s experience and background as a violin professor as well as the 
results of the pilot study, five assumptions were made regarding this study: 
1. Violin professors will generally agree on their expectations of potential violin majors 
(PVMs). 
2. Many PVMs fall short of violin professors’ expectations. 
3. The majority of PVMs work with a private teacher for at least one year before 
entering university. 
4. Often, private teachers or other pre-college instructors (OPCIs) who help PVMs 
prepare for university-level study may lack pedagogical content knowledge (PCK) 
and even subject matter knowledge (SMK). 
5. The solo pieces that teachers assign PVMs are poorly sequenced and are not 
supplemented with adequate technical development. 
These initial assumptions are revisited and reflected upon in Chapter V. 
Definitions 
Applied Lessons/Private Lessons/Studio Lessons 
The one-on-one setting in the master-apprentice tradition of transferring knowledge. 
These terms are typically interchangeable. For the purposes of this study, “applied lessons” or 
“studio lessons” refer to one-on-one lessons at the university level. “Private lessons” refers to 




one-on-one lessons at the pre-college level, outside of the K-12 curriculum, with a private 
teacher (defined below). 
Bowing 
How a violinist uses the bow to create “the articulation of individual notes, and the 
manner in which the notes of a passage are grouped together” (“Definition of bowing,” n.d.). 
Fingerings 
 How the left fingers are placed on the strings of the violin to change the pitch. Carl 
Flesch, a pre-eminent violin pedagogue of the twentieth century, describes fingerings as “the 
choice of the finger used to produce a certain tone … this choice may be made from two points 
of view–the technical and the musical” (Flesch, 1960/1979, p. 5). 
OPCIs 
 Acronym for other pre-college instructors. This term refers to any adult, besides a private 
teacher, who may be helping PVMs prepare for university-level study. Who these people are and 
their violin-related subject matter knowledge (SMK) or pedagogical content knowledge (PCK) 
are unknown. Private teachers (defined below) are not included in this group. 
Piece 
 An individual musical work. Examples of pieces are concertos, sonatas, show pieces, 
unaccompanied Bach, etc. 
Private Teachers 
Violin teachers who teach private lessons outside of the K-12 school setting. These 
lessons likely take place in “private homes, churches, community centers, music stores” and 
other similar settings (Fredrickson, Geringer, & Pope, 2013, pp. 217-8). These teachers are not 
held accountable to any institutions, organizations, or regulating agencies. 





Acronym for potential violin majors. This term refers to pre-college students who wish to 
become violin majors. See below for the definition of “violin major.”  
Repertoire 
Individual pieces of musical works. In the case of PVMs, these are solo pieces for violin 
alone or violin and piano that they will learn with the ultimate goal of performing in lessons, 
auditions, recitals, and other settings. These pieces can be classified as beginner, intermediate, 
and advanced. An additional classification, “standard repertoire” does not specifically refer to 
difficulty but to its frequency of programming in recitals, concerts, and recordings by 
professional musicians. Typically, the standard repertoire tends to be among the most 
challenging repertoire for the violin. 
Violin Major 
University-level students pursuing baccalaureate Music Degrees. In this study, a violin 
major is any undergraduate music major who receives weekly one-hour violin lessons as part of 
their curricular requirement. Degrees that require weekly one-hour applied lessons may include 
the Bachelor of Music in Performance, the Bachelor of Music Education, and the Bachelor of 
Arts in Applied Music, among others.  
Violin Professors 
Also referred to as “participants” throughout this document. For the purposes of this 
study, the term “violin professors” refers to tenured or tenure-track faculty at four-year 
institutions in the United States accredited by the National Association of Schools of Music 
(NASM) whose teaching load is at least 75% applied violin lessons in classical music. 





This chapter introduced the purpose of this descriptive exploratory study, which was to 
explore violin professors’ expectations of PVMs in the United States, their perceptions of how 
these expectations are being met, and how PVMs can be prepared to meet these expectations. In 
this study, participants were asked to describe their expectations of PVMs, how they perceive 
PVMs to be meeting their expectations, and to offer advice they have for those preparing PVMs 
for university-level study. The answers to the research questions will help PVMs and the people 
who prepare them better understand violin professors’ expectations. Violin professors will also 
benefit from PVMs who perform at a level that more closely meets their expectations. 
The researcher described her personal experience with the problem from two 
perspectives: as a current violin professor and a former PVM. As a violin professor teaching in 
the United States, the researcher has perceived that most PVMs encountered have fallen short of 
her expectations. As a former PVM who received her training in Canada, the Royal Conservatory 
of Music provided a clear pre-college curriculum to majoring in music for her to succeed at 
university-level violin study. This study’s rationale and significance arose from anecdotal 
evidence that PVMs in the United States are generally unprepared for university-level study and 
a lack of formal research into the topic. 
There is no specific theoretical framework although aspects of expertise acquisition and 
effective teaching theory framed the study. Situational advantages such as family background, 
educational access, and sociocultural advantages can impact the ease with which expertise can be 
acquired. Educational access in the form of one-on-one instruction is one of the most critical 
aspects of gaining expertise. To provide effective instruction, private teachers must have both 




subject matter knowledge (SMK) and pedagogical content knowledge (PCK) and assign work to 
students in a scaffolded manner within their Zones of Proximal Development (ZPD). 
A conceptual framework was developed to show the factors involved in preparing PVMs 
to meet violin professors’ expectations and the projected disconnect between how PVMs should 
be prepared versus how they are actually prepared. Throughout this study, the original 
conceptual framework was revised to produce a more nuanced and detailed conceptual 
framework. The study was conducted entirely online using a survey and video interviews as data 
collection tools. Participants included violin professors at four-year institutions accredited by the 
National Associations of Schools of Music (NASM). Definitions for terms used in this study 
were included at the end of the chapter. 
  







The purpose of this descriptive study was to explore violin professors’ expectations of 
potential violin majors (PVMs) in the United States, their perceptions of how these expectations 
are being met, and how PVMs can be prepared to meet these expectations. This literature review 
explores becoming a violinist, adult guidance for young violinists, and resources for young 
violinists and the people who prepare them. The chapter ends with a summary of the literature 
review. The review of the literature was ongoing through all phases of the dissertation process. 
Data Searches Conducted 
The researcher made extensive use of three databases: the Columbia Libraries Catalog, 
Google Scholar, and the Gottesman Libraries at Teachers College Catalog. From these databases, 
the researcher accessed multiple sources of information, including journal articles, dissertations, 
books, and musical scores. Several keyword searches were conducted, beginning specifically 
with phrases including the word “violin.” These terms included applied violin, effective violin 
teach*, violin college, violin conservator*, violin étude, violin exercise, violin higher education, 
violin lesson, violin music instruction, violin pedagogy, violin studio, violin syllabus, violin 
tertiary, and violin university. 
The search for violin-specific phrases yielded few articles, so the search was repeated, 
replacing the word “violin” with “string” and “music.” Other search terms were: effective studio 
music teach*, expertise, high ability master teach*, music audition preparation, music college 
preparation, music college readiness, music major curriculum, music major expectation, music 
practic*, music university preparation, one on one teaching, one to one teaching, one to one 




tuition, “pedagogical content knowledge” music, Shulman music, skill acquisition, and “subject 
matter knowledge” music. The asterisk (*) acted as an operator that searched for the root of the 
word with any ending. For example, teach* included searches for teach, teacher, teachers, and 
teaching. The quotes acted as an operator to search the words within as a phrase. 
Rationale for Topics 
The topics and subtopics of the literature review were chosen to shed light on the 
problem statement and research questions of this study: 
(a) Becoming a violinist. This topic establishes a context for the reader to understand 
how violinists are taught and what subject matter knowledge (SMK), including 
general musical knowledge and violin-specific skills and abilities, should be 
transferred. The master-apprentice model is discussed because it is the traditional and 
most common way professional violinists acquire their technical and musical skills. 
(b) The violin major. Here, the extant literature of violin professors’ expectations of 
violin majors is discussed, which relates directly to Research Question 1. It is 
followed by the requirements for entrance auditions to university-level music study to 
explain why professors may have specific expectations. Next, requirements for the 
music degree for the violin major are discussed; the source of the requirements is the 
National Association of Schools of Music Handbook (NASM, 2020) since participants 
in this study teach at NASM-accredited institutions.  
(c) Adult guidance for potential violin majors (PVMs). As detailed in Chapter I, 
instructors are a necessary component to acquiring expertise. The literature on private 
teachers and K-12 classroom string music teachers is reviewed to shed light on who 
may be preparing PVMs and what their qualifications may be. 




(d) Resources for PVMs and the people who prepare them. This section explores 
materials and resources to help violinists gain expertise. There are graded syllabi to 
prepare violinists for university-level music study, outside of the mandated primary 
and secondary curriculum, available in the United Kingdom, Australia, Canada, and 
New Zealand. It also reviews the literature on recommended scale books, exercises, 
and études to achieve expertise as a violinist. 
Becoming a Violinist 
This section describes subject matter knowledge (SMK) in the domain of violin 
performance. The requisite musical knowledge and violinistic skills required of violinists in 
general is described and followed by a discussion of how musical knowledge and violinistic 
skills are gained. Other valuable musical experiences and activities are included. 
Subject Matter Knowledge in Violin Performance  
Traditionally, professional violinists gain their subject matter knowledge (SMK) from 
intense study in the apprentice role in the master-apprentice one-on-one setting. Below is a 
description of the general musical knowledge and violin-specific skills and abilities that 
violinists must acquire. 
General Musical Knowledge 
General musical knowledge that violin instructors should have and transfer to potential 
violin majors (PVMs) include: (a) how to practice, (b) how to sight-read, (c) an understanding of 
rhythm, (d) an understanding of style and interpretation, (e) the ability to memorize music, and 
(f) a well-developed ear with strong aural and audiation skills (Eales, 1992/2011).  




Violin-Specific Skills and Abilities 
Violin technique can be defined as  
the motor skills necessary for the proper handling of the instrument, including correct 
posture, fingering and bow hold, as well as more intricate coordination skills related to 
tone production, string crossing, legato/ staccato bowing, fast finger movements, etc. 
(Johansson, 2015, p. 128) 
Specific violinistic skills include:  
1. A natural and healthy posture that allows both arms to move freely without tension. 
2. A well-developed left-hand frame to assist intonation and facility. This includes 
playing double-stops, in which fingers are placed on different strings simultaneously 
while the bow sounds both strings. 
3. Proper shifting technique to move smoothly and accurately on the fingerboard. 
4. Using the bow to create a beautiful and personal tone. 
5. Bow control, including smooth bow changes, “a bowing vocabulary which includes 
détaché, portato, spiccato, martélé, sautillé and, most importantly, legato” (Eales, 
1992/2011, p. 109). Additional bowing skills include “the virtuosic associations of 
saltato, up-bow- and ‘flying’- staccato, ricochet, and ‘Viotti’ bowings” (Eales, 
1992/2011, p. 109).  
6. Vibrato (Eales, 1992/2011).  
On the violin, there are “virtually limitless possibilities afforded by variation in bowing 
(including pressure, angle, speed and location on the string), fingering and their combinations” 
(Johansson, 2015, p. 129). 
How Do Violinists Acquire These Skills? 
The primary way professional violinists develop their skills and expertise is in the one-
on-one private lesson setting. As mentioned in the “Framing” section of Chapter I, research 




indicates that mastering the violin takes more time than other instruments; professional violinists 
begin their training at an early age, often before they begin formal schooling. (Ericsson et al., 
1993; Frazier et al., 2015; Lehmann et al., 2018). Research indicates that admission to a 
university-level music program is unlikely to be influenced by a candidate’s experience in K-12 
classroom music, implying that the one-on-one private lesson experience is crucial in preparing 
to major in music (Payne & Ward, 2020).  
Although the teacher-student dyad has been used in instrumental and vocal learning for 
centuries, the first research about effective applied teaching was published in 1975 (Abeles, 
1975; Burwell, 2013; Burwell et al., 2019). Researchers have described what happens in the one-
on-one lesson as “voodoo,” a “mystery” (Brand, 1992/2010, p. 3), “a private affair” (Gaunt, 
2013, p. 51), and a “secret garden” (Burwell et al., 2019, p. 372). 
In traditional applied instrument or vocal training, lessons are generally teacher-centered, 
although recent research indicates a movement in music education towards student-centered 
learning. However, “the very late appearance of research … has tended to enforce the separation 
of theoretical and practical work” (Gaunt & Westerlund, 2013, p. 2), which means that there may 
be a disconnect between what researchers have discovered to be effective means of music 
teaching and the current practice of applied lesson teaching. 
The Master-Apprentice One-On-One Model 
Latukefu and Verenikina (2013) provide a visual model for the traditional master-
apprentice one-on-one experience (Figure 2.1). While this model is detailed specifically for 
classical vocal training, it can describe all types of formal Western European classical 
instrumental training, including violin lessons. As detailed in the model, the teacher is the 




authority and master whose objective is to transfer technical and musical skills to the student, 
who takes on the apprentice role. Other attributes of this dyad include  
the acquisition of experiential knowledge or skill; the use of demonstration and imitation; 
the master positioned as representative of the practice, with a high level of expertise; the 
apprenticeship as a source of identity for the learner; and the important and rather 
particular nature of the master-apprentice relationship. (Burwell, 2013, p. 287) 
Figure 2.1  
Latukefu and Verenikina’s Model of Master-Apprentice Teaching 
 
Note. From “Expanding the Master-Apprentice Model: A Tool for Orchestrating Collaboration 
as a Path to Self-directed Learning for Singing Students” by L. Latukefu & I. Verenikina, in H. 
Gaunt & H. Westerlund (Eds.) Collaborative Learning in Higher Music Education (p. 104), 
2013, Ashgate Publishing Ltd. Reprinted with the authors’ permission. 
 
Additional Important Early Musical Activities and Experiences 
Becoming a violinist is a long process that begins before university-level study; learning 
how to practice, taking private lessons, and attending summer music camps are highly 
recommended (Cranmore et al., 2019; Herndon, 2015). Ongoing private study with a teacher 




who possesses SMK and pedagogical content knowledge (PCK) is essential, according to Brian 
Hawkins, the head of strings at the Royal College of Music, because 
inadequate levels of technical competence, or if a student has been taught entirely 
‘wrong’ technique, will contribute towards failure, because one has to remember that 
there are only four years to put things right. (Talbot, 2000, p. 933) 
  In addition to private lessons, PVMs should seek out collaborative activities such as 
playing in a youth orchestra or chamber ensemble. Making music with other people helps 
develop collaborative and interpersonal skills, which are “vital” and “an enormous part of 
making music” (Hallam & Gaunt, 2012, p. 5). Beyond developing technically and musically on 
the violin, additional studies in piano, music theory, and music history are recommended 
(Cranmore et al., 2019; Reel, 2006). 
The Violin Major: From Audition to Acceptance 
This section summarizes the limited literature on violin professors’ ideal expectations, the 
audition process for entrance to university-level music study, and a discussion of the 
undergraduate music degree requirements for violin majors. 
The Ideal Candidate 
Violin professors have the following expectations of potential violin majors (PVMs): to 
play in tune, to play in time, to play with a beautiful tone, to understand musical style, to have a 
healthy setup, to have basic bowing skills, and to use proper shifting (Herndon, 2016; Reel, 
2006). Margaret Schmidt, Professor of String Music Education at Arizona State University, 
writes,  
We’re much more concerned with a well-established instrument position, good basic 
bowing skills, fluency in shifting, excellent attention to intonation, and good left-hand 
habits, so there’s not a lot of remedial work to do … Those are things you should have 
started working on early, like in junior high. (Reel, 2006, p. 16) 




In addition to these skills, essential attributes include musical expressiveness and 
flexibility (Talbot, 2000). 
The Audition 
 PVMs must apply and audition for admittance into a university music program, an 
additional and separate process from the regular university application. Exact requirements vary 
from music program to music program, but students should expect to prepare at least two 
contrasting pieces and perhaps an étude. 
Violin professors recommend choosing repertoire that showcases students’ strengths 
rather than preparing the most difficult works (Herndon, 2016; Reel, 2006; Talbot, 2000). As 
James Dunham, Professor of Viola at Rice University, says,  
   Too often, students arrive with works that are simply beyond their limits. Sadly, in this 
case, it is the teachers that I fault for giving students inappropriate repertoire for their 
current abilities. (Herndon, 2016, p. 24) 
Requirements of the Music Degree for Violin Majors 
Defining a violin major’s degree requirements elucidates the musical and violinistic 
competencies PVMs should strive to acquire before beginning the music degree. Violin majors 
will most likely be enrolled in professional music degrees, which require at least 50-65% of the 
curriculum to consist of music courses (NASM, 2020). Violin majors pursuing professional 
music degrees must acquire the following “common body of knowledge and skills” (NASM, 
2020, p. 101) upon completion of the degree:  
1. Performance. Violin majors must demonstrate technical skills and sight-reading 
ability developed to an appropriate level depending on the type of music degree, and 
a knowledge of the repertoire for the violin and the ability to perform from a wide 
range of it. They must also have experienced a wide range of ensemble experiences 




and the ability to lead and collaborate in rehearsals. Violin majors are also required to 
have competent keyboard skills. 
2. Musicianship Skills and Analysis. Students must be able to demonstrate their 
understanding of music theory through analysis and take music dictation. Students 
should be able to apply these skills to any “compositional, performance, analytical, 
scholarly, and pedagogical applications according to the requisites of their 
specializations” (NASM, 2020, p. 103). Violin majors should also be able to “place 
music in historical, cultural, and stylistic contexts (NASM, 2020, p. 103).  
3. Composition/Improvisation.  
4. History and Repertory. Violin majors must have knowledge of music history and 
representative repertoire. 
5. Synthesis. Violin majors must be able to problem-solve by combining “their 
capabilities in performance; aural, verbal, and visual analysis; 
composition/improvisation; and history and repertory” (NASM, 2020, p. 103). 
Adult Guidance for Potential Violin Majors 
Expertise acquisition theory states the importance of adult guidance in helping young 
people gain skills and competencies (Ericsson et al., 1993; Gruber et al., 2008). These adults 
include parents, teachers, mentors, and coaches. This section focuses on the two types of teachers 
that potential violin majors (PVMs) are likely to work most closely with: the private teacher and 
the K-12 classroom music teacher.  
The subsection about private teachers examines who they may be and how they gain 
pedagogical content knowledge (PCK). The subsection on the K-12 school music classroom 




details national guidelines for K-12 music education, who string music teachers in the K-12 
setting may be, and how they gain PCK.  
The Private Teacher 
Expertise acquisition theory states that one of the most critical factors is individualized 
instruction. The long tradition of master-apprentice style knowledge transfer in violin supports 
the importance of the private teacher. However, literature about private violin lessons as it 
pertains to this study is limited; Ha (2017b) states, “Despite its importance, string instrument 
teacher development has received little attention from researchers in music education” (p. 603). 
Teaching effectiveness theory explains the necessity of PCK to transfer knowledge successfully. 
This subsection explores the PCK of successful applied music professors, how violinists gain 
PCK, private violin teachers’ training, and who private teachers may be. 
Pedagogical Content Knowledge of Applied Music Professors 
Three studies provide demonstrations of PCK of successful and renowned applied music 
professors: Duke and Simmons (2006) observed master music professors working with 
university-level music majors, Parkes and Wexler (2012) replicated the Duke and Simmons 
study in a different university setting, and Duke and Chapman (2011/2016) observed a master 
violin teacher working with both high school and university violin students. These studies 
describe how master music teachers use their PCK to transfer subject matter knowledge (SMK) 
to their students effectively. In particular, the Duke and Chapman study offers specific insight 
into how private teachers and other pre-college instructors (OPCIs) may prepare PVMs. While 
many of the behaviors observed in the Duke and Simmons (2006) study are teacher-centered, 
Parkes and Wexler (2012) and Duke and Chapman (2011/2016) note more student-centered 
teaching behavior. 




Duke and Simmons (2006). Duke and Simmons (2006) observed three master teachers: 
Richard Killmer, Professor of Oboe at Eastman School of Music; Donald McInnes, Professor of 
Viola at University of Southern California; and Nelita True, Professor of Piano at Eastman 
School of Music. The institutions that these professors taught at are recognized for the prestige of 
their music programs. Duke and Simmons (2006) determined that there were 19 common 
elements that each teacher demonstrated, which were characteristic of effective applied teaching. 
These elements can be organized into three categories: goals and expectations, effecting change, 
and conveying information. These categories exhibit the teachers’ organizational ability, 
persistence in correcting students, and transferring knowledge. 
In “Goals and Expectations,” the master music teachers assigned repertoire that was well 
within students’ technical abilities, and the teachers demanded a consistent standard of sound 
quality. The teachers set musical or technical proximal performance goals based on their clear 
auditory image of the music, which were achievable in the short term, and when achieved, were 
audible to the student in the moment. Additionally, the teachers clearly remembered students’ 
work in past lessons and frequently drew comparisons. 
Under “Effecting Change,” students performed repertoire from start to finish, “as if we 
are performing,” (Duke & Simmons, 2006, p. 12) but were stopped when there were errors. 
While lessons proceeded at an intense, rapid pace, teachers stopped students when they used 
incorrect technique; the teachers required students to repeat target passages until the performance 
was accurate. The teachers maintained an awareness of the student’s state of focus, and the 
intensity of the lesson was interrupted with “intuitively timed” breaks (Duke & Simmons, 2006, 
p. 13). From a musical standpoint, students were allowed to make limited interpretive choices 




among a range of options that were circumscribed by the teacher; however, students were 
permitted no choices regarding technique. 
In “Conveying Information,” the teachers used verbal feedback and modeling to transfer 
knowledge. Teachers encouraged independent thinking by articulating “very fine 
discriminations” (Duke & Simmons, 2006, p. 14) about student performances so that the student 
could learn to make the same discriminations independently. Teachers also gave illustrative 
feedback on how to physically execute technique and how technical skills could be used to create 
“an interpretive effect” (Duke & Simmons, 2006, p. 15). Negative feedback was “clear, pointed, 
frequent, and directed at very specific aspects of students’ performances” (Duke & Simmons, 
2006, p. 15) juxtaposed with positive feedback. Lastly, the teachers themselves performed 
excerpts from the student’s repertoire to model important points. 
While Duke and Simmons’ research is valuable in effective applied lesson teaching, the 
students that these master teachers worked with are not representative of the average college 
music major. The students observed in the video recordings were “at a near-professional level of 
skill … highly motivated, dedicated, and diligent” (Duke & Simmons, 2006, p. 16). Average 
college music majors are likely to be less experienced and working towards developing 
proficiency and mastery of their musical and technical skills.  
Parkes and Wexler (2012). Parkes and Wexler (2012) replicated the Duke and Simmons 
study to determine whether the same common elements might be present in applied teaching in a 
different setting. While the three teachers observed were at similar performance levels to 
Killmer, McInnes, and True, their performance major students were not at the “same skill or 
motivational levels” nor working “with the velocity or intensity” as the students in the Duke and 
Simmons study (Parkes & Wexler, 2012, p. 49).  




Seven behaviors not included in the Duke and Simmons (2006) study were observed. 
Additionally, Parkes and Wexler (2012) observed their teachers 
tailored their teaching to fit the needs of their students, responding to what appeared to us 
to be the need for instructional specificity, structure, and technical guidance as well as 
emotional support. (p. 55) 
The seven behaviors that Parkes and Wexler (2012) observed also included student behaviors; as 
a result, four of the seven observed behaviors specifically demonstrate PCK: 
IIc. Simultaneous side coaching where the teacher directs the student performance 
without stopping the student, either by speaking, clapping the rhythm, or gesturing 
expressively to convey the shape of a phrase. This technique is unique in that the student 
is simultaneously performing and being coached.  
IIIa. Teacher demonstration of correct rhythm/notes when student was unable to perform 
it correctly. The teacher performs passages without consideration for expressive content. 
IIIb. Gestural conveying of information such as conducting or clapping time/beat, 
sometimes as a side-coaching strategy during the student attempt, sometimes prior to the 
student attempt. 
IIIc. Teacher practice discussion/demonstration of how to practice a particular passage 
during the week with explicit sequencing. (pp. 54–55) 
Three of Duke and Simmons’ (2006) elements were not observed: the repertoire was 
within reach, the teacher had a clear aural model, and the teacher demanded a consistent quality 
of sound. Other elements rarely observed in Parkes and Wexler’s study included: an intense, 
rapid lesson pace; the teacher allowed students to make interpretive choices but not technical 
choices; and errors elicited stops. 
Duke and Chapman (2011/2016). Duke and Chapman (2011/2016) also replicated the 
original Duke and Simmons (2006) study, this time observing Stephen Clapp, a violin teacher at 
the Juilliard School, and four of his students: two university-level Juilliard violinists and two 
high school violinists in the Juilliard preparatory program. The Juilliard School is globally 
recognized as one of the most prestigious institutions to study music. While Clapp’s work with 
his university students was in line with the findings from the original Duke and Simmons (2006) 




study, Duke and Chapman (2011/2016) observed that Clapp’s application of PCK differed for 
the high school students. 
The repertoire assigned to the high school students challenged their current abilities but 
with Clapp’s assistance and “extended, deliberate attention and careful practice” (Duke & 
Chapman, 2011/2016, p. 32), the students were able to perform successfully. In lessons, students 
stopped more frequently to work on mastering difficult passages with Clapp’s guidance. Clapp 
directs the systematic modification of skill by specifying the parameters of each 
performance trial in the rehearsal frame, reducing the complexity of the target task and 
then successively approximating performance character and tempo in subsequent 
performance trials. (Duke & Chapman, 2011/2016, p. 34) 
Similar to the professors observed in Parkes and Wexler’s (2012) study, Clapp also guided 
students through practice strategies to be used at home with explicit and detailed instructions. An 
important observation of Clapps’ work was his method of encouraging independent thinking by 
assiduously and meticulously show[ing] his younger students how to practice passages 
with which they are experiencing difficulty, leading them to make independent 
discriminations about their physical behavior and the sounds they produce. (Duke & 
Chapman, 2011/2016, p. 38)  
These teaching behaviors align with scaffolded teaching and working within the Zone of 
Proximal Development, discussed in the “Framing” section of Chapter I. Lastly, Clapp tended to 
provide positive feedback frequently, especially when students reached goals. 
It should be recognized that in this study, as in the Duke and Simmons study (2006), the 
students were atypical of their cohort. In Duke and Chapman’s (2011/2016) study, they did not 
acknowledge “the motivation, stringent audition processes to study in the studio, and unusually 
high skill levels of the students” (Blackwell, 2018, p. 41). Nonetheless, these studies’ findings 
illustrate how teachers may adapt their PCK to violin students’ individual levels. 




How Violinists Gain Pedagogical Content Knowledge 
In the United States, the most common way to become a private violin teacher is through 
“vicarious learning, as exemplified in the common assumption that experiencing something as a 
student leads one to the knowledge and skill necessary to teach it to others” (Fredrickson, 
Geringer, & Pope, 2013, p. 219). Fredrickson (2007a) states that 
many musicians only encounter private lesson teaching as students themselves in their 
degree program, where the primary focus is the development of their personal skill as a 
musician rather than as a teacher. (p. 327) 
There are two issues with vicarious learning as being the primary method for learning 
how to teach:  
1. The vicarious learning that university students undertake cannot be generalized to 
teaching pre-college students who are cognitively less developed and musically and 
educationally less experienced.  
2. “Instrumental and vocal teachers for the most part teach alone, rarely observing 
others’ studio practice or receiving peer feedback” (Gaunt, 2013, p. 51). 
Who Are Private Violin Teachers?  
As mentioned in the previous chapter, there are no required qualifications or 
certifications to become a private teacher, nor is there a directory or database of who these 
people may be (Fredrickson, Moore, & Gavin, 2013). This subsection explores the research on 
music majors and music degree holders who teach privately, elite performers as private teachers, 
and private violin teachers who are considered master teachers of pre-college students. 
Music majors and music degree holders who teach private lessons. Many musicians 
find themselves teaching private instrumental or vocal lessons, regardless of their musical 
training or background. Although both music education and music performance majors are likely 
to teach private lessons during their career, colleges and universities in the United States 




spend relatively little curricular time training musicians to teach private lessons when 
compared with the time spent on traditional public school music teaching or professional 
performance. (Fredrickson, 2007a, p. 326) 
 
Most private teachers cite only their own experience as students in studio lessons along 
with trial-and-error approaches in their own teaching as to how they gained knowledge about 
private teaching (Mills, 2004b, 2004c; Purser, 2005). It would appear that “the tacit assumption 
by most involved might be that having spent time in this environment renders one capable of 
moving from the role of student to the role of teacher” (Fredrickson, 2007a, p. 327). Yet the 
results of the various studies (Mills, 2004a; Fredrickson 2007a; Fredrickson et al., 2012; 
Fredrickson, Geringer, & Pope, 2013; Fredrickson, Moore, & Gavin, 2013) indicate that music 
students agree that “it is not obvious how to teach” (Mills, 2004a, p. 150). Many violinists have 
their first experience teaching private lessons when they are university or conservatory students, 
pursuing advanced study in music (Bennet & Stanberg, 2006; Fredrickson, 2007b; Mills, 2004c). 
At this point in their musical and career development, their only exposure to the one-on-one 
setting is as students themselves in private lessons. Even though music majors may be teaching 
applied lessons while receiving applied lessons themselves as college students,  
very few have had more than an occasional isolated learning experience that focuses on 
the pedagogy of teaching students in an individual applied music setting, and in truth 
only a small segment of that population has had any instruction with that intent. 
(Fredrickson et al., 2012, p. 43)  
The motivations for teaching applied lessons while still music students themselves are often 
financial and experiential (Bennett & Stanberg, 2006; Mills, 2004c). Fredrickson (2007a) writes 
if a teacher’s 
attitude is such that their commitment to teaching is as an activity of convenience, as 
opposed to a commitment to development of a craft, it may have an unfortunate impact 
on the experience of their future students. (p. 328) 




In a series of articles exploring music student and music faculty attitudes about teaching 
private lessons, Fredrickson (2007a; Fredrickson et al., 2012; Fredrickson, Geringer & Pope, 
2013; Fredrickson, Moore, & Gavin, 2013; Rickels et al., 2013; Rickels et al., 2010) discovered 
that almost all faculty and students expect that music majors’ careers will include some form of 
private teaching. Fredrickson based his work on Mill’s (2004a, 2004c) studies in the United 
Kingdom, which yielded similar results. In Bennett and Stanberg’s (2006) study, 97% of the 
participants, who were second-year undergraduate music majors, expected their careers to 
include private teaching. 
These music majors may go on to teach applied lessons at the college level, and some 
will teach at commercial music studios or from their own homes. Whether these applied music 
teachers work with beginners or hold positions at top music schools, they seem to have one 
significant commonality: a lack of training and preparation to teach in the applied setting. 
Performers as private teachers. While elite musicians who primarily perform can be in 
demand as teachers, there is no correlation between performance ability and teaching ability. In 
other words, it cannot be assumed that a violinist with SMK has PCK. Nonetheless, in many 
settings, violin students may seek out performers to teach them, such as the concertmaster of the 
local orchestra. Of course, some elite performers are also master teachers, but one does not 
presuppose the other. 
The findings of many studies (Fredrickson, 2007a; Fredrickson et al., 2012; Fredrickson, 
Moore, & Gavin, 2013; Mills, 2004a; Persson, 1994, 1996a, 1996b) show that there is 
tremendous disagreement that a strong performer is also a strong teacher. Persson (1996a) writes,  
To be a formidable artist and a formidable teacher may well be the attributes of the 
same individual, but the two invariably describe different roles as well as different skills 
in different contexts. (p. 25) 
This sentiment appears to be universal among music educators, performers, and students. 




Persson’s (1994, 1996a, 1996b) observations of performers as teachers find several areas 
of criticism. As a psychologist, he noted that performers were often too dominant in the lesson 
setting and insensitive to their students’ natures and personalities. Persson also found that lessons 
were often teacher-centered and that the performers were inflexible with their demands from the 
students. In one example, he observed a concert pianist who primarily taught through vivid 
imaginative language and metaphor but no actual technical or musical content (Persson, 1996a). 
The teacher was often frustrated that students did not know what she wanted from them but did 
not adjust her teaching or communication style. In general, Persson (1996b) described the 
various teachers he observed as ignorant about the learning process and the dynamics of a 
teacher-student relationship. In summary, these performers’ teaching skills were “potential 
inhibitors of artistic development and were therefore also potential stressors for musicians to be” 
(Persson, 1994, p. 79). Persson’s studies illustrate that deep SMK does not equate to PCK and 
ascribes these various shortcomings to a lack of training in pedagogy.  
These performers may have something to offer to advanced students who have already 
mastered their instruments and are mature artists. Still, the reality of teaching requires teachers 
who have 
particular skills and experience in the methods of effective teaching, that is to say, ones 
having special skills for achieving educational success with all students, not just the most 
talented. (Ehle, 1978, p. 149) 
Mills (2004b), when summarizing how famous performers described their own lessons with their 
performer-teachers, wrote that “readers may be left wondering how the young musician ever 
reached even a passable standard on their instrument, given the nature of the tuition that they 
were receiving” (p. 246). 
“Master” pre-college violin teachers. This section explores the literature on master 
violin teachers of pre-college students from Australia, the United Kingdom, and the United 




States. Their traits are described and compared to the research discussed in the “Framing” 
section of Chapter I on effective teaching, SMK, and PCK.  
Ha (2017a) studied William Hennessey, a well-respected Australian violinist with a 
proven record of successful teaching. His violin students have won national and international 
violin competitions and orchestral auditions around the world. From observing lessons, 
interviews, and email correspondence with Hennessey, Ha (2017a) determined the following 
traits make Hennessey effective: providing a positive learning atmosphere (including teaching 
with enthusiasm); having a fast-paced and well-organized lesson structure; nurturing musical, not 
just technical, development; and adapting and individualizing teaching strategies for each 
student’s learning style. The fast-paced lesson structure aligns with Duke and Simmons’ (2006) 
findings, and individualizing teaching strategies is in alignment with Parkes and Wexler’s (2012) 
findings. 
Cheng and Durrant’s (2007) case study focused on one violin teacher based in the UK 
who was considered an effective pedagogue by her peers and recognized as such by the local 
education authority. They sought to determine her teaching goals, strategies, and methods 
through observations and interviews. Additionally, they wanted to learn about the “meta-level of 
reflecting on her teaching experience” (Cheng & Durrant, 2007, p. 195). Ultimately, Cheng and 
Durrant (2007) asked, “what does effective instrumental teaching and learning actually mean?” 
(p. 195). They determined that the teacher’s approach was student-centered and that she focused 
on musicianship and technique. The teacher believed that effective teaching requires a holistic 
approach that provides a positive learning experience and helps students to develop problem-
solving skills, independence, and motivation. She also considered that it was essential to reflect 
upon and self-evaluate her teaching.  




Sciaroni’s (2018) dissertation provides detailed information about Mimi Zweig’s 
approach to teaching the violin. Zweig is a prominent pedagogue at Indiana University, who 
works with both university and pre-college students and is the founder and director of the 
Indiana University String Academy, which “nurtures children ages 5-18 from the beginning of 
string instruction to artistic excellence” (Sciaroni, 2018, p. 1). The three central tenets of Zweig’s 
approach to teaching the violin are fostering a non-judgmental environment, establishing a 
personalized setup and healthy foundation, and using technique to serve musical artistry. 
Zweig assigns repertoire in a carefully sequenced manner and supports it with technical 
development. Her students work on scales, études, bow strokes, tone production, shifting, and 
vibrato. In addition to these specific violinistic skills, Zweig also addresses more general musical 
knowledge such as music theory, rhythm, intervals, harmonic structure, form, and historical 
context. These aspects of general musical knowledge and violin-specific mastery align with 
Eales’ (1992/2011) description of SMK earlier in this chapter.  
Sciaroni (2018) observed that Zweig’s lessons were “a mix of energy, flexibility, 
efficiency” (p. 271). In a one-hour lesson with a pre-college student, Zweig worked through four 
études and two pieces by “concise use of language and by her mannerisms of singing, keeping 
the pulse, and demonstrating on the violin” (Sciaroni, 2018, p. 145).  
Teaching Violin in the Classroom  
This subsection summarizes national guidelines and standards of K-12 violin study in 
public schools since there is no literature about violin instruction in the K-12 setting for 
preparing PVMs. It also discusses the competencies and skills required for K-12 classroom 
music teachers. The National Association for Music Education (NAfME) recommends that 
students begin violin instruction in class no later than fourth grade (NAfME, n.d.c). 




NAfME provides guidelines for K-12 music education and refers to itself as “the only 
association that addresses all aspects of music education … at the local, state, and national 
levels” and that it “orchestrates success for millions of students nationwide” (“NAfME history 
and leadership,” n.d., para. 1). In the performance area of music education, NAfME provides 
guidelines and standards for ensembles (NAfME, n.d.b). However, there are no guidelines for 
how instrumentalists or vocalists should develop the individual skills needed to participate in 
these ensembles even though NAfME claims that “the standards cultivate a student’s ability to 
carry out the three Artistic Processes of creating, performing, and responding” (“Overview of 
2014 music standards,” n.d., para. 1). 
NAfME provides a document for Music Model Cornerstone Assessments for  
 
music teachers within their school’s curriculum to measure student attainment of process 
components defined by performance standards in the National Core Music Standards 
(NAfME, n.d.b., p. 2) 
which are to  
select, analyze and interpret artistic work for presentation; develop and refine artistic 
techniques and work for presentation; and convey meaning through the presentation of 
artistic work. (NCCAS, 2014, p. 13) 
The advanced level task, explicitly defined as “preparing for collegiate study in music” (NAfME, 
n.d.b., p. 3), is to: 
Select, analyze, interpret, prepare, and perform a 15-20 minute recital (solo and/or 
small ensemble) of music from various genres, styles, cultures, or historical periods and 
appropriate for a selected performance context. Students will research and evaluate the 
theoretical and structural characteristics of the music and explain the criteria used to 
make their musical choices. Music difficulty: At least one work Grade 4-6 (Medium 
Difficult-Professional). (NAfME, n.d.b., p. 5) 
Students are to seek their teachers’ guidance and input in selecting appropriate repertoire 
and preparing the material for performance. At this advanced level, classroom music teachers 
require SMK and PCK to help students succeed. However, high school violin students 




attempting this task may not have a violinist, or even another string instrumentalist, as their 
classroom music teacher. Without the assistance of a trained violinist in the classroom, and if 
these students do not seek private instruction, they will struggle to fulfill this task. K-12 schools 
are not required to adhere to NCCAS and NAfME guidelines. 
K-12 Classroom String Music Teachers  
In the United States, a minimum of an undergraduate degree in Music Education, in 
addition to state certification, is required to be eligible to teach K-12 classroom music (Grieser & 
Hendricks, 2018). Music education majors at NASM-accredited schools can opt to major in 
general music or specialize in strings, vocal/choral, wind/brass, or percussion education.  
According to the National Association of Schools of Music Handbook (NASM, 2020), 
baccalaureate holders of Music Education degrees who are string specialists must have the 
following teaching competencies: 
   (a) Knowledge of and performance ability on … string instruments sufficient to teach 
beginning students effectively in groups.  
(b) Knowledge of content, methodologies, philosophies, materials, technologies, and 
curriculum development for instrumental music.  
(c) Experiences in solo instrumental performance and in ensembles. Ensembles should be 
varied both in size and nature.  
(d) Laboratory experience in teaching beginning instrumental students individually, in 
small groups, and in larger classes. (p. 122) 
These competencies are in addition to general musical skills including conducting, 
musical leadership, arranging, functional performance, analysis, history, and literature. Other 
competencies encompass more general pedagogical skills and educational knowledge. In 
reviewing the National Association of Schools of Music Handbook (NASM, 2020) with regard to 
the Bachelor in Music Education degree, the Master’s Degree in Music Education, and the 
Doctorate in Music Education, there is no mention among the broad and varied competencies 




listed that degree holders should be capable of preparing K-12 music students for university-
level study in music. 
There is a perception among researchers that less-advanced violinists tend to major in 
music education (Brenner, 2010; Ericsson et al., 1993). Even as Ericsson et al. (1993) were 
developing their theory on the acquisition of expertise, they divided the violinist subjects into 
three categories: “the best violinists,” “the good violinists,” and the weakest players were 
categorized as “music teachers” (p. 373). Brenner (2010) writes that  
most qualified string students do not choose to study music education, and the string 
community is faced with the possibility of less qualified educators taking over the 
available positions. This leads to an inferior process and outcome in general. (p. 46)  
While this may or may not be accurate, a weaker violinist is a more desirable teacher for 
a PVM than another string instrumentalist, and a non-violinist string instrumentalist is still more 
desirable than a non-string instrumentalist. 
While music education majors tend to specialize in their primary instrument, they are not 
always hired as specialists. Research from the early 2000s states that non-string instrumentalists 
filled 26% of K-12 classroom string music teacher openings between 1999 and 2001 (National 
String Project Consortium. n.d.). By 2008-2009, non-string instrumentalists filled 50% of K-12 
classroom string music teacher openings (National String Project Consortium. n.d.). For K-12 
classroom music teachers, their teacher training focuses on more general musical pedagogical 
knowledge instead of subject-specific pedagogical knowledge (Grieser & Hendricks, 2018). 
Subject-specific pedagogical knowledge is gained vicariously in their roles as students through 
their curricular applied lessons (Fredrickson et al., 2012; Fredrickson, Geringer, & Pope, 2013). 
In a 2010 study, K-12 classroom string music teachers in New York State who are non-string 
instrumentalists were found to lack string-specific knowledge (Sckipp, 2010). Fifty-five percent 
of the participants reported that they had only taken one semester of string methods class in their 




undergraduate music degree curriculum. The study revealed that these K-12 string music 
teachers lacked knowledge in literature and string techniques, including shifting, vibrato, bowing 
technique, fingerings, right-hand position, and left-hand position (Sckipp, 2010); all of these 
techniques are described by Eales (1992/2011) as required skills for violinists. Grieser and 
Hendricks (2018) write that  
non-string specialists’ content knowledge of string-specific skills had more 
misconceptions, more misunderstandings, and a less organized understanding of the 
content when compared with string specialists. (p. 17) 
While these teachers may manage a large string music classroom reasonably well, their 
lack of violin-related SMK and resulting lack of violin-related PCK prevents them from helping 
PVMs acquire expertise.  
Resources for Potential Violin Majors and the People Who Prepare Them 
The violin and bow have been in their current form since the 1700s (Dilworth, 
1992/2011). Given the long history of this instrument, it is no surprise that there are many extant 
treatises on how to play the violin. Notable early publications include Francesco Geminiani’s 
The Art of Playing on the Violin (1751/2009) and Leopold Mozart’s (Wolfgang Amadeus’ 
father) A Treatise on the Fundamental Principles of Violin Playing (1756/1948). In the late 
1800s, pedagogues such as Dont, Schradieck, and Ševčík published exercise books that are still 
commonly used today. The seminal works on performing the violin from the twentieth century 
are Auer’s Violin Playing as I Teach It (1921), Flesch’s The Art of Violin Playing (1923-
1928/2000), and Galamian’s Principles of Violin Playing and Teaching (1962). While there is an 
abundance of materials for violin students to further their skill, these publications are “still 
intended for use with a teacher” (Stowell, 1992/2011, p. 225). 
This section explores the nationally recognized graded violin syllabi offered by the 
United Kingdom, Canada, Australia, and New Zealand. It also explores the American String 




Teachers Association’s Certificate Advancement Program Handbook: Violin (ASTA, n.d.). 
Commonly used scale books and études for violinists are also be discussed. 
Syllabi 
As discussed in Chapter I, several countries have syllabi and curricula for graded music 
study that provide sequenced repertoire paired with technical requirements. The repertoire is 
separated into different lists, and students must prepare one selection from each list. These 
syllabi and curricula are nationally recognized and widely accessible, even to non-music experts. 
Students may take formal examinations or assessments at any grade or level and receive written 
adjudication comments and marks from impartial, expert examiners. Even though syllabi and 
curricula are available for voice and instruments, only the violin syllabi are discussed below. 
Violin students and their teachers in the United States may benefit from these materials even if 
they do not take formal examinations or assessments. Appendix B includes details and 
comparisons of the various syllabi. 
Associated Board of the Royal Schools of Music (ABRSM) 
The Associated Board of the Royal Schools of Music (ABRSM) was established in the 
United Kingdom in 1889, “designed specifically to … promote high standards of musical 
education and assessment” (“About us,” n.d., para. 2). The ABRSM curriculum includes nine 
grades and four diploma levels. Violin exams consists of three contrasting pieces, scales and 
arpeggios, sight-reading, and aural tests (ABRSM, 2020). There are no études are included in the 
violin syllabus. From Grade 6 onwards, students must take corequisite exams in academic music 
subjects.  
The Grade 8 exam is a prerequisite for pursuing diplomas. The ABRSM diplomas can 
provide students with “feedback on your skills and abilities before choosing an advanced 




specialism at a higher education institution” (“Your guide to ABRSM diplomas,” n.d., p. 2). 
Violin students can pursue diplomas in performance and/or one-on-one violin teaching. The 
performance diploma includes a recital, an oral component, a written component, and a quick 
study sight performance. According to Your guide to ABRSM diplomas (n.d.),  
As you move up through the diploma levels the repertoire becomes more demanding, 
the Recital time lengthens, and the challenge of the Quick Study and the scope and length 
of your written work increase. (p. 1) 
It would appear that a violin student who passes the Grade 8 exam or is awarded the Associate 
diploma is ready for university-level music study. 
The ABRSM violin syllabus provides clear rationales for including contrasting repertoire, 
technique requirements, sight-reading, and aural tests (ABRSM, 2020). Additionally, the 
syllabus provides pedagogical guidance on topics ranging from interpreting the score to bowing 
and rhythmic patterns for scales and arpeggios. See Appendix B for details of the grade 
information, exam components, weighting, grading, specific aural tests, corequisite exams, types 
of diplomas, and how to acquire the ABRSM syllabus. 
Other Syllabi and Curricula 
While the ABRSM syllabi are used in over 90 countries (“About us,” n.d., para. 1), 
including English-speaking countries in Asia and Africa, other English-speaking countries have 
their own syllabi, including Australia, Canada, and New Zealand.  
Australia. The Australian Music Examinations Board (AMEB) originated in 1918 and 
continues to provide “a national benchmark across Australia” (“About AMEB,” n.d., para. 4). 
Additionally, the AMEB syllabi “set educationally appropriate goals and examinations are an 
opportunity for students to measure themselves against these goals” (“Frequently asked 
questions,” n.d., para. 1). The syllabi are updated annually. Similar to the ABRSM syllabi, the 
AMEB syllabi consist of nine grades and four diploma levels and AMEB examination candidates 




must prepare repertoire, technique, sight-reading, and aural tests. From Grade 6 onwards, 
students must take corequisite exams in academic music subjects. See Appendix B for details of 
the grade information, exam components, weighting, grading, specific aural tests, corequisite 
exams, types of diplomas, and how to acquire the AMEB syllabus. 
Canada. The Royal Conservatory of Music (RCM) was founded in 1886 to uphold a 
national standard of instrument performance in a geographically large yet sparsely populated 
country (“Certificate program FAQs,” n.d.). The RCM’s national standard 
maintains evaluative standards regardless of the size or location of a community or state. 
By raising the competitive edge and performance standards to a national level, it further 
connects and enhances music study at the global level. (“Certificate program FAQs,” 
n.d., para. 5) 
The Violin Syllabus 2021 Edition (RCM, 2021) consists of 11 levels and two levels of 
diplomas. From Grade 5 onwards, students must take corequisite exams in academic music 
subjects. A minimum of 70% in the Grade 10 exam is a prerequisite for pursuing RCM diplomas. 
Diplomas are offered in violin performance and violin teaching. The two performance diplomas 
consist solely of a full-length recital, and candidates are expected to 
perform with confidence, communicating the essence of the music while 
demonstrating a command of the instrument. A detailed understanding of the stylistic and 
structural elements of each repertoire selection is expected. (RCM, 2012, p. 73) 
A student who has passed the Grade 10 exam or is awarded the performance diploma is 
considered ready for university-level music study. 
The Violin Syllabus 2021 Edition (RCM, 2021) provides pedagogical guidance for 
preparing scales and arpeggios. Each grade is prefaced with a description of the technical and 
musical abilities candidates are expected to demonstrate. See Appendix Bfor details of the grade 
information, exam components, weighting, grading, specific aural tests, corequisite exams, types 
of diplomas, and how to acquire the RCM syllabus. 




New Zealand. The New Zealand Music Examinations Board (NZMEB) was founded in 
2006, modeled after the AMEB, created in 
consultation with teachers, universities and musicians and were designed to meet the 
needs of New Zealand’s teachers and students … High standards were set from the 
beginning. (“History,” n.d., para. 2-3) 
There are two violin syllabi available–one for “Standard Violin” and one for “Performance 
Violin” (NZMEB, 2020). Both NZMEB violin syllabi (NZMEB, 2020) have a Pre-preliminary 
Test for candidates between the ages of four to eight, followed by nine grades, a Performance 
Certificate, and two diploma levels.  
At every grade, the exam has four parts: technique; repertoire; musicianship, which 
includes aural tests and sight-reading; and musical knowledge. The repertoire may include one 
étude selection, and the technical tests include scales and arpeggios with varied rhythmic and 
bowing patterns. From Grade 6 onwards, students must take corequisite exams in academic 
music subjects. Upon passing the Grade 8 exam, students are considered ready for university-
level study. Students who are awarded Associate Diplomas and Licentiate Diplomas can receive 
between 20 to 60 credits in music between the 100 to 300 level at the University of Waikato 
(“Homepage,” n.d.). 
The NZMEB syllabus is a clear and comprehensive pedagogical volume (NZMEB, 
2020). Every grade level includes examples of each of the aural tests; an in-depth list of the 
requirements for musical knowledge; explanations of expected cognitive and technical 
development, including descriptions of teacher and student responsibilities for learning; criteria 
for assessment; repertoire lists; and an extensive section on scales and arpeggios, including 
varied bowing patterns and techniques, as well as rhythmic variations. Helpful learning tips, both 
practical and technical, are embedded throughout the earlier grades in the syllabus, such as 
“Have a pencil handy so you can mark your music with helpful reminders” (NZMEB, 2020, p. 




29), “Listen to professional musicians playing your pieces to get an understanding of the style 
and structure and to develop your ear” (NZMEB, 2020, p. 40), and “Keep the tips of your fingers 
close to the strings so that when they are needed they are ready” (NZMEB, 2020, p. 34). See 
Appendix B for details of the grade information, exam components, weighting, grading, specific 
aural tests, corequisite exams, types of diplomas, and how to acquire the NZMEB syllabus. 
The United States 
In the United States, the American String Teachers Association (ASTA) has created the 
ASTA Certificate Advancement Program (ASTACAP). However, it is not as well-known as the 
curricula and syllabi discussed earlier nor is it nationally recognized. There are 11 levels, and the 
non-graded exams are “non-competitive … students are judged on technical and musical 
preparedness” (“About ASTACAP,” n.d., para. 1); students are awarded a certificate when they 
successfully complete a level. The ASTACAP handbook (ASTA, n.d.) differs from the syllabi 
discussed above in that there are no separate lists of repertoire for each level; there is more 
flexibility for students to choose their pieces. Scales and arpeggios are required at every level, 
and sight-reading is included from Level 2 onwards. Similar to the NZMEB Syllabus (NZMEB, 
2020), the scales and arpeggios are embedded into the ASTACAP handbook (ASTA, n.d.). 
Unlike the syllabi and curricula discussed earlier, there are no aural tests nor are there any 
corequisite exams in other music areas such as theory or history. There is pedagogical content in 
the ASTACAP handbook (ASTA, n.d.); every level includes recommended student goals. See 
Appendix B for details of the ASTACAP handbook (ASTA, n.d.). 
Resources for Technique 
As discussed in the “Framing” section of Chapter I, and “Violin-Specific Skills and 
Abilities” earlier in this chapter, technical proficiency is a significant component of acquiring 




expertise (Jarvin & Subotnik, 2010; Johansson, 2015). Technique is developed through 
instruction:  
key aspects of technique need to be made explicit and identified independently from 
particular pieces of music in order to constitute separate elements of instrumental 
training. These ideas are reflected in the everyday practice of violin teachers. (Johansson, 
2015, p. 129) 
 
To that end, violin teachers should assign scales, études, and exercises to students, which 
Johansson (2015) describes as providing skills that can be “employed in a variety of musical 
pieces and in different stylistic contexts” (p. 129). 
Scale Books 
The ability to perform scales and arpeggios are essential technical skills that violinists 
require (Eales, 1992/2011; Gillespie & Hill, 2013; Kim, 2006). Scale books compile various 
types of scales such as major, melodic minor, harmonic minor, chromatic, and double-stops and 
arpeggios such as major, minor, dominant seventh, and diminished seventh. The scale books by 
Carl Flesch and Ivan Galamian, “currently regarded as the most prevalent and essential 
textbooks” (Kim, 2006, p. 6) are discussed below. 
The Carl Flesch Scale System. Published in 1926, Carl Flesch’s Scale System is the 
most frequently recommended and purchased scale book in the United States (Gillespie & Hill, 
2013). Since the book contains three-octave scales and arpeggios, teachers should assign it to 
violin students who already understand scale and arpeggio structure, can already perform one-, 
two-, and three-octave scales and arpeggios, and have some experience navigating the 
fingerboard (Gillespie & Hill, 2013). Kim (2006) writes: 
Flesch’s approach is better for preserving technique rather than acquiring it. 
Presumably this method is intended for highly advanced violinists … the Flesch scale 
system does not apply to beginning violin playing. (p. 24) 




Given this statement, its prevalence is somewhat disconcerting. Common sense would dictate 
that scale books for beginners would be the most frequently purchased, and fewer scale books for 
advanced violinists would be purchased due to student attrition. The fact that the Flesch Scale 
System (1926) is most frequently purchased implies that many violinists who own and use this 
book are not ready for it.  
Flesch’s Scale System (1926) is organized in the circle of fifths, starting with C major, 
followed by A minor, then moving through the flat keys into sharp keys. Apart from the keys of 
G, A-flat, and A major and minor, the same fingering patterns are used throughout. The 
advantage of maintaining the same fingering patterns means that students can easily progress 
through the keys, although intonation can be an issue and the practical demands of the violin 
repertoire require more varied fingering patterns (Kim, 2006).  
Ivan Galamian’s Contemporary Violin Technique. Galamian’s Contemporary Violin 
Technique, co-authored with Frederick Neumann and first published in 1966, is a scale book 
considered to be “an extension” (Kim, 2006, p. 7) of Flesch’s (1926) Scale System. Galamian 
adds four-octave scales and arpeggios to the more common three-octave scales and arpeggios. A 
supplemental volume of Contemporary Violin Technique incorporates various bowing styles and 
rhythmic patterns into the scales and arpeggios. Most notably, Galamian introduced the 
accelerated bowing pattern in which the scales accelerate from two notes per beat to 12 notes per 
beat while the bow moves at a constant two beats per bow (Galamian & Neumann, 1966). 
Besides the variations in rhythm and bowing, Galamian offers different fingerings for each scale, 
resulting in greater transferability to practical application in the repertoire. 
Galamian’s scale book introduces pedagogical uses for scales, such as scales in different 
keys in the same position and scales using only one finger; he “seems to assume that the student 




is starting from a more basic level than does the approach of Flesch” (Kim, 2006, p. 24). Even 
though Galamian’s scale book seems to offer more scaffolded support in learning scales and 
arpeggios than Flesch’s (1926), at the same time, it also expands in scope and difficulty beyond 
Flesh’s Scale System (Gillespie & Hill, 2013; Kim, 2006). 
Other scale books. While Flesch (1926) and Galamian (1966) have written indispensable 
scale books, they should be assigned to students with prior knowledge of scales and arpeggios. 
Teachers must develop violin students’ technique as early as possible (Chaffin & Lemieux, 
2004/2012; Gillespie & Hill, 2013; Jarvin & Subotnik, 2010), and violin students should learn 
their early scales by ear or with the guidance of a scale book geared towards less advanced 
violinists.  
The various exam boards discussed above publish their own collections of violin scales 
and arpeggios, organized by grade and/or recommend scale books; see Appendix B for details. 
Any of these books could serve as preparatory scale books to be utilized prior to assigning 
Flesch’s Scale System (1926) or Galamian’s Contemporary Violin Technique (1966). 
Étude and Exercise Books 
In addition to scales and arpeggios, études are a fundamental part of developing a 
violinist’s technique. An étude is  
A composition designed to improve the technique of an instrumental performer by 
isolating specific difficulties and concentrating his or her efforts on their mastery. A 
single étude usually focuses on one technical problem. (Ganz, 2003, para. 1) 
Yang (2006) categorizes études into the following types: exercises, études proper, and 
concert études. An exercise is “a short formula for a specific technical aspect and is one to 
several measures in length” (Yang, 2006, p. 5), études proper refer to technically-focused 
compositions intended for use in lessons and practicing, and concert études refer to virtuosic 
compositions which can be performed.  




With the exception of the ABRSM, the exam boards discussed above list études that 
support the technical development required for the repertoire in each grade. See Appendix B for 
a list of études proper that appear across syllabi, categorized by difficulty.  
Exercises by Ottakar Ševčík (1881, 1895), Henry Schradieck (1900), and Gaylord Yost 
(1928) are described below.  
Exercises. Exercises by Ševčík are recommended to develop basic technique, especially 
in the left hand (Cooper, 2007; Kim, 2006; Mio, 2019; Nordstrom & Nordstrom, 2020; Stowell, 
1992/2011). Ševčík is considered the first pedagogue to teach violin technique in a 
methodological way (Kim, 2006). His many books consist of single-measure exercises that 
include every possible permutation of note combination. They have been described as “tedious” 
(Kim, 2006, p. 53), but many distinguished pedagogues have acknowledged the efficacy of these 
exercises. The most commonly used Ševčík volumes are the School of Violin Technics, opus 1 
(1881) and Changes of Position and Preparatory Scale Studies, opus 8 (1895). 
Similar to Ševčík exercises, Schradieck’s School of Violin Technics (1900) is commonly 
assigned to develop basic skills, primarily left-hand speed, accuracy, and facility (Cooper, 2007; 
Nordstrom & Nordstrom, 2020; Stowell, 1992/2011). For shifting, which is the movement of the 
left hand from one position to another along the fingerboard, Yost’s Exercises for Change of 
Position (1928) and Ševčík’s Changes of Position and Preparatory Scale Studies, opus 8 (1895) 
are recommended (Cooper, 2007; Mio, 2019). Dorothy Delay, the famous violin teacher, 
included both Yost’s Exercises for Change of Position (1928) and Ševčík’s School of Violin 
Technics, opus 1 (1881) in the daily practice schedule assigned to all her students (Lewis, 2003).  




Literature Review Summary 
The review of the literature as it pertains to the purpose of this study focused on how 
violinists are taught; the skills, competencies, activities, and experiences violinists should have; 
violin professors’ expectations; the entrance audition; the requirements of the undergraduate 
music degree for violinists; the adult guidance needed for violinists to achieve expertise; and 
resources for potential violin majors (PVMs) and the people who prepare them. No discrepant 
research regarding the topics and subtopics was discovered in the literature reviewed. This may 
have to do with the scarcity of research on preparing PVMs for university-level study in the 
United States. 
Violinists have used the master-apprentice model for centuries to transfer musical 
knowledge and skill. Violinists should have basic musical skills and develop technical 
proficiency before starting university-level study. It is through regular one-on-one private lessons 
that young violinists should learn these skills and competencies.  
PVMs should prepare well in advance of their senior year of high school to obtain the 
SMK needed to succeed in undergraduate music study. In addition to working with a private 
teacher, they should play in orchestras and other ensembles. When preparing for university 
entrance auditions, PVMs should select suitable repertoire that will showcase their SMK.  
By the time violin majors complete their undergraduate degrees, they should have a broad 
range of musical skills, including performing the violin to a high level, knowledge of the violin 
repertoire, improvising or composing, and having historical and theoretical knowledge. This 
information is useful for PVMs in considering what skills and knowledge they should strive to 
obtain before starting their music degrees. 




While professional violinists in the United States can obtain subject matter knowledge 
(SMK) through university- or conservatory-level study with master violin teachers, there is no 
formal process to acquire the pedagogical content knowledge (PCK) needed to teach PVMs. 
Even though studies indicate that musicians strongly believe that there is no correlation between 
performing ability and teaching ability, performers are still sought-after teachers. In case studies 
of “master” violin teachers, many of the findings align with the specific research on PCK in 
violin teachers and also introduce other elements such as self-reflecting on one’s teaching, 
individualizing teaching strategies, and matching technical and artistic goals.  
PVMs may also participate in music classes in their K-12 school. National guidelines for 
music performing standards in schools suggest a recital as a capstone project to prepare for 
university-level music study. However, the guidance PVMs need to complete this task 
successfully may not be adequately provided by their classroom music teachers if they are not 
violinists. 
There are many resources available for people who help prepare PVMs for university-
level study. There are syllabi of sequenced and graded pieces that provide technique in the form 
of scales, arpeggios, and études to support the technical demands of the repertoire. There are also 
recommended scale books, exercises, and études for beginner, intermediate, and advanced 
violinists. 
  







The purpose of this study was to explore violin professors’ expectations of potential 
violin majors (PVMs) in the United States, their perceptions of how these expectations are being 
met, and how PVMs can be prepared to meet these expectations. The following research 
questions were addressed: 
1. How do violin professors describe their expectations of PVMs? 
2. To what extent do violin professors perceive that PVMs are meeting these 
expectations? 
3. What advice do violin professors offer for those preparing PVMs for acceptance into 
university-level music programs? 
 This chapter provides a rationale for the descriptive instrumental exploratory study 
approach and describes the participants, research setting, and recruitment procedure. Information 
and findings from the pilot study are examined in this chapter. The instrumentation plan, data 
collection, and data analysis methods are explained. A description of consent and ethical 
considerations, issues of trustworthiness, and limitations of the study end this chapter. 
Rationale for Research Approach 
 A descriptive instrumental exploratory study that used multiple data sources and multiple 
methods of data collection was conducted. The researcher conducted an in-depth study of a 
phenomenon in its real-life context (Creswell & Creswell, 2018; Merriam & Tisdell, 2016; 
Saldaña, 2011) to address the “how” and “why” questions regarding the phenomenon (Yazan, 
2015). The phenomenon is referred to as the “unit of analysis”; in this study, the unit of analysis 




was the perceived readiness of potential violin majors (PVMs) to pursue university-level violin 
study. A descriptive instrumental exploratory study allowed an in-depth investigation into the 
perceived readiness of PVMs to pursue university-level violin study, a phenomenon about which 
little is known. Compared to other qualitative methods, a descriptive study stays close to the data 
without “reflective or interpretive interplay” (Neergaard et al., 2009, Discussion section, para. 4) 
and provides data about “individuals’ attitudes, opinions, and personal experiences of particular 
phenomena” (Given, 2007, p. 250). Data collection tools included a survey, semi-structured 
interviews, and review of documentary materials. The intent of the survey was to gather a broad 
view of violin professors’ perceptions of PVMs and their preparation for university-level study. 
The purpose of the interviews was to examine participants’ perceptions in greater detail. 
Setting and Participants 
 The setting for this study was online. An invitation to an online survey was sent to 
potential participants, and interviews were conducted using Zoom and Skype. Criterion-based 
sampling was used in this study. Participants were violin professors since they ultimately assess 
whether potential violin majors (PVMs) are ready for university-level study. Specific participant 
criteria and reasons for their inclusion in this study were: 
• Criterion 1: Hold tenured or tenure-track positions at four-year colleges and 
universities. Violin professors who met this criterion teach a full academic load, 
maximizing exposure to violin majors in the applied setting. 
• Criterion 2: Teach at institutions in the United States accredited by the National 
Association of Schools of Music (NASM). This established that requirements for 
music majors were uniform for all the participants’ institutions. 




• Criterion 3. At least three years of experience teaching at a NASM-accredited 
institution in the United States. Violin professors who have taught for less than three 
years have encountered PVMs in the audition setting only once, at most. 
• Criterion 4: 75% or more of their full-time teaching load must be applied classical 
violin lessons. Similar to Criterion 1, this maximizes participants’ exposure to violin 
majors in the applied studio. 
 Because of the specificity of the criteria, no other demographic factors, such as age, 
gender, or ethnicity were considered when analyzing the participants’ responses.  
Interview Participants 
 Sixty survey completers volunteered to participate in a follow-up interview. Interviews 
were conducted with 44 of the 60 volunteers (n = 44). The remaining 16 did not respond to 
emails sent in attempts to schedule an interview. Each interview participant was given a 
pseudonym. Brief descriptions of each interview participant are included in Appendix C to 
provide background and insight into these professors and their experiences with PVMs. These 
descriptions provide context for the professors’ responses shared in Chapter IV and discussed in 
Chapter V. One participant who completed the interview did not respond to emails asking for a 
member check; this interview was not included in the data analysis, nor is a description included 
in Appendix C.  
The 43 included interview participants teach at universities in the following states: 
Arkansas, Arizona, California, Florida, Georgia, Illinois, Indiana, Iowa, Kansas, Kentucky, 
Louisiana, Maryland, Massachusetts, Minnesota, Missouri, Montana, Nevada, New Jersey, North 
Carolina, North Dakota, Ohio, Oklahoma, Pennsylvania, Tennessee, Texas, Virginia, and 
Washington (Figure 3.1). 




Figure 3.1  
Geographical Distribution of the Interview Participants 
 
  
Of the 43 interview participants, 79% (n = 34) teach at public institutions and 21% (n = 
9) teach at private institutions (Table 3.1). Fifty-eight percent (n = 25) teach in a school of 
music, 26% (n = 11) in a department of music, and 7% (n = 3) in a combined department of 
music and another performing art. The remainder teach at a conservatory of music (n = 2), a 
college of music (n = 1), and a mixed school of music and another performing art (n = 1).  
Table 3.1  
Description of the Interview Participants’ Institutions 
Type of Institution Interview Participants 
Public University n = 34, 79% 
Private University  n = 9, 21% 
Type of Music Unit Interview Participants 
School of Music n = 25, 58% 
Department of Music n = 11, 26% 
Combined Department of Music and other performing arts n = 3, 7% 
Conservatory of Music n = 2, 5% 
College of Music n = 1, 2% 
Combined School of Music and other performing arts n = 1, 2% 
 




Of the 43 participants, 70% (n = 30) hold Doctorates of Musical Arts (DMA), 93% (n = 
28 of which are in Violin Performance. Of the two remaining participants with DMAs, one of the 
participants holds a double major in both Violin Performance and Orchestral Conducting. The 
other holds a DMA in Conducting with earlier degrees in Violin Performance. The remaining 
30% (n = 13) of participants hold Masters of Music (MMus) in Violin Performance. See Table 
3.2 for a listing of the participants, by pseudonym and degree held. Specific details of the 
participants’ educational backgrounds, such as where they received their degrees, are described 
generally to avoid potential identification. 
Table 3.2  
Education of Participants 
Pseudonym Degree  Pseudonym Degree  Pseudonym Degree  Pseudonym Degree  
Amalia MMus Felicity DMA Lena MMus Rebecca DMA 
Barbara DMA Fred DMA Madeleine MMus Robert DMA 
Bonnie MMus Grant MMus Margaret DMA Samuel DMA 
Bram DMA Hector DMA Markus MMus Susan DMA 
Caroline MMus Henry MMus Matias DMA Tamar DMA 
Chris DMA Ivy DMA Mei-Lin DMA Theodore DMA 
Dae-Ho DMA Jakub DMA Michelle MMus Tina DMA 
Dalia DMA Jasmine MMus Natasha MMus Vanessa DMA 
Eleanor MMus Justin DMA Noah DMA Virginia MMus 
Estella DMA Kaori DMA Oscar DMA William DMA 
Eun Jung DMA Kathleen DMA Patrick DMA   
 Thirty-one (70%) participants hold at least one degree in Violin Performance from a 
major conservatory or elite university music program in the United States, including Boston 
Conservatory, Boston University, Cincinnati Conservatory of Music, Cleveland Institute of 
Music, Eastman School of Music, Juilliard School, Indiana University, Manhattan School of 




Music, New England Conservatory, Oberlin Conservatory, Peabody Conservatory, Rice 
University, University of Michigan, and Yale University. Of the 12 participants (30%) who did 
not attend a major conservatory or elite university music program in the United States, seven of 
them hold degrees or diplomas from music conservatories outside of the United States. Three 
participants have undergraduate degrees in music education, and two participants studied string 
pedagogy at the graduate level. 
Procedures 
Participants were selected from the 2019-2020 College Music Society Directory of Music 
Faculties in Colleges and Universities, U.S. and Canada (https://www.music.org/index.php? 
option=com_cmsdb&view=facultycatalog&Itemid=2885). See Appendix D for a list of 
categories and filters used to generate a list of participants who met Criterion 1. After manually 
double-checking the list, professors who do not teach at institutions accredited by the National 
Association of Schools of Music (NASM) were removed. Next, the NASM directory link 
(https://nasm.arts-accredit.org/directory-lists/accredited-institutions/) to the participants’ 
institutions was used to find their email addresses and check their titles. There were several 
discrepancies between the NASM list of names and the institutions’ information, such as the 
NASM directory including non-violin string professors and professors with titles such as 
Professor of Music Education, Director of Orchestras, etc. These professors were eliminated. 
Other professors who were eliminated included those whose institutions do not provide the email 
addresses of their faculty. Professors whose titles and biographies listed violin teaching were 
included, although it was uncertain whether they met Criterion 4. Excluding herself, the 
researcher found email addresses for 305 violin professors who met Criteria 1 and 2; their 
participation was solicited via email. One email address was invalid, despite double-checking 




against the institution’s website; in the end, 304 violin professors were contacted. As a member 
of the participant population, the researcher intended for the introductory email to establish an 
emic, insider rapport, and perspective.  
Pilot Study 
A pilot study was conducted in Fall 2019. The purpose of that study was to determine 
how violin professors perceived the effectiveness of private teachers in preparing potential violin 
majors (PVMs) for entrance auditions and university-level violin study. The research questions 
were: (a) what are violin professors’ expectations of PVMs? and (b) what are violin professors’ 
perceptions of how effectively private teachers are preparing PVMs to meet the expectations in 
Research Question 1? 
Participants and Setting 
Twenty violin professors were invited to participate in the study, which took place online; 
they were selected from the 2019-2020 College Music Society Directory of Music Faculties in 
Colleges and Universities, U.S. and Canada. The researcher had a personal connection to each of 
the pilot study participants; her relationships with them ranged from being close friends to 
someone recommended by one of her doctoral professors.  
Data Collection and Analysis 
An online survey, interviews, and documentary materials were used to collect data. The 
researcher used Qualtrics as the online survey platform. Thirteen of the solicited professors 
completed the survey, yielding a 65% response rate; all survey completers volunteered for a 
follow-up interview. Three professors were chosen to participate in an interview based on two 
criteria: (a) the researcher did not know them personally well or at all, and (b) immediate 
availability to participate in an interview.  




The interview data and open ended survey responses were coded manually. The close- 
ended survey responses were analyzed with simple counts and percentages. Interviewees’ 
institution’s entrance audition websites were analyzed as documentary materials. The various 
data sources were triangulated to create categories and find themes. 
Findings and Discussion 
 In this subsection, words in quotation marks were the exact terms that interview 
participants used. There were three emergent findings: 
1. Violin professors assume that their expectations are obvious to “competent” private 
violin teachers,  
2. Violin professors think private violin teachers are “unqualified,” and  
3. Violin professors must maintain positive relationships with private violin teachers for 
recruiting purposes.  
Finding 1 emerged as the survey-takers generally agreed about their musical and technical 
expectations of PVMs. However, the interview participants acknowledged that while their 
expectations are obvious to themselves, there is no explicit description of them available to 
PVMs or their private teachers. Findings 2 and 3 emerged primarily from the interviews and the 
survey responses. The survey-takers generally agreed that private teachers do not prepare PVMs 
adequately, and in the interviews, the professors expressed their frustration at the perceived 
“incompetence” of private teachers. They also noted that some private teachers who prepare 
PVMs are not violinists, meaning they lack the subject matter knowledge to prepare PVMs. At 
the same time, the professors were hard-pressed to describe what qualifications private teachers 
should have since performing ability and teaching ability are unrelated.  




Implications From the Pilot Study as it Pertains to this Study 
 The purpose and research questions were revised, due to the pilot study’s findings; the 
researcher shifted her focus away from the effectiveness of private teachers to the preparation of 
PVMs. As a result, the online survey and interview protocol were also revised. In the pilot study, 
the researcher had mistakenly assumed that private teachers were the main population preparing 
PVMs. From the interview data, other pre-college instructors (OPCIs) were added, along with 
private teachers as people who help prepare PVMs.  
Instrumentation Plan and Methods of Data Collection 
 IRB approval was granted on April 29, 2020. Data collection began on May 3, 2020, and 
ended on June 29, 2020. Figure 3.2 shows the timeline of data collection. In this study, the online 
survey was deployed first. Interviews were conducted with the survey respondents who agreed to 
a follow-up interview to delve deeper into the research questions.  
Figure 3.2  
Timeline of Data Collection 
 
Multiple data collection methods and multiple data sources constitute triangulation, 
which is “probably the best-known strategy to shore up the internal validity of a study” (Merriam 
& Tisdell, 2016, p. 244). In addition to the survey and interview data, documentary materials 




such as university music program audition websites were used for triangulation in this study. See 
Table 3.3 for a brief overview of how the data collection tools were used to answer the research 
questions. 
Table 3.3  
How Data Collection Tools Answer Research Questions 
Research Questions Data Source 
How do violin professors describe their 
expectations of PVMs? 
Survey questions S4, S4a, S6, S6a, S7, S7a, 
S10, S10a, S11, S13, S16 
Interview questions I1, I8, I8a, I8b, I10 
 
To what extent do violin professors perceive 
that PVMs are meeting these expectations?  
Survey questions S1, S2, S3, S4b, S5, S6b, 
S7b, S8 
Interview questions I2, I6, I7, I9, I9a, I9b 
 
What advice do violin professors offer for 
those preparing PVMs for acceptance into 
music programs at the university-level? 
Survey questions S9, S12, S12a, S14, S15, 
S17, S18, S19, S20 
Interview questions I3, I3a, I3b, I4, I5 
  
Online Survey 
Surveys allow researchers to collect data from people to “describe, compare, or explain 
their knowledge, attitudes, and behavior” (Fink, 2003/2011, p. 1). They are an efficient way to 
collect data from a large sample (Newman & Ridenour, 2008; Wiersma & Jurs, 2009); therefore, 
a survey was a suitable data collection method to use with the large participant population of this 
study.  
The Qualtrics survey design included open-ended questions, Likert-type items, multiple-
choice questions, and percentage questions. See Appendix E for the survey and Table 3.4 for the 
relationship between the survey questions and research questions. The survey was divided into 
two main sections: (a) participant’s expectations of PVMs and their perceptions of how PVMs 
are meeting their expectations, and (b) suggestions the participants have for PVMs, private 
teachers, and other pre-college instructors (OPCIs). 




Table 3.4  
Survey Questions That Address the Research Questions 
Research Questions Survey Questions 
  





S4. Please rate the importance of these musical skills for PVMs: 
(a) appropriate musical style, (b) good posture and healthy set up, (c) 
follow all markings in score, (d) effective use of practice time, (e) 
memorization, (f) musical expression and phrasing, (g) intonation, (h) 
note accuracy, (i) good tone, (j) sight read, (k) varied dynamics, (l) 
rhythm, (m) appropriate bow strokes and articulations, (n) vibrato 
S4a. Is there anything else you would add to the above list?  
S6. Please rate the importance of these left-hand technical skills for 
PVMs: 
(a) left hand frame and secure intonation, (b) shifting, (c) different 
positions, (d) 1-octave scales, (e) 2-octave scales, (f) 3-octave scales, 
(g) 1-octave arpeggios, (h) 2-octave arpeggios, (i) 3-octave arpeggios 
S6a. What additional left-hand skills you would add to the above list?  
S7. Please rate the importance of these right-hand technical skills for 
PVMs: 
legato, (b) staccato, (c) bowing in a straight line, (d) bowing parallel to 
the bridge (e) maintaining and controlling contact point, (f) off the 
string bow strokes, (g) even down and up bows, (h) clear and resonant 
tone, (i) playing in all parts of the bow, (j) smooth bow changes 
S7a. What additional right-hand skills you would add to the above list?  
S10. Are you more likely to admit PVMs who audition with advanced 
repertoire that they play poorly or basic repertoire that they play well? 
S10a. Why? 
S11. What other expectations might you have of PVMs that have not 
been asked in this survey?  
S13. Should PVMs be assigned a broad range of études and exercises 
that build a solid technical foundation that supports the demands of the 
repertoire, assigned a narrow range of études and exercises that build a 
somewhat solid technical foundation that supports some of the demands 
of the repertoire, assigned unrelated technical work that does not 
establish a solid technical foundation and does not support the demands 
of the repertoire, not assigned any technical work, or other? 
S16. PVMs should be assigned technical work (scales, exercises, 










Research Questions Survey Questions 
  
2. To what extent 
do violin professors 
perceive that PVMs 
are meeting these 
expectations? 
S1. In your first year teaching at the college level, PVMs’ playing level 
far exceeded your initial expectations to was far below your initial 
expectations. 
S2. Since you started teaching applied violin in your current position, 
have you observed any change in the average level of PVMs? 
S3. Do you accept violin majors that you believe are not ready for 
university-level study? 
S4b. Based on your responses to S4 and S4a, what percentage of PVMs 
have been assigned repertoire and études that are too easy, appropriate, 
to difficult?  
S5. Please provide examples of repertoire PVMs have performed at 
auditions that are too easy, appropriate, or too difficult: 
S6b. Based on your responses to S6 and S6a, what percentage of PVMs 
have been taught left-hand technique that matches your responses?  
S7b. Based on your responses to S7 and S7a, what percentage of PVMs 
have been taught to hold the bow in a way that allows them to execute 
bowing technique that matches your responses? 
S8. What percentage of PVMs demonstrate technical skills that support 
the technical demands of the repertoire or do not support the technical 
demands of the repertoire? 
  
3. What advice do 
violin professors 
offer for those 




S9. At entrance auditions, do you prefer that PVMs’ technical skills and 
development are below the level of the repertoire that they work on, are 
aligned with the level of the repertoire that they work on, or exceed the 
level of the repertoire that they work on? 
S12. Who should PVMs work with to prepare for university-level 
study? 
S12a. Please describe the qualifications, skills, and abilities that the 
person you selected in S12 should have: 
S14. Should PVMs be assigned repertoire that increases in difficulty as 
they advance, stays within their capabilities, suddenly increases in 
difficulty, or other?  
S15. PVMs should be assigned repertoire that spans a wide variety of 
historical eras, genres, and composers.  
S17. What suggestions do you have for matching the level of the 
repertoire and technical exercises to the level of the PVM?  
S18. What resources do you recommend for finding suitable repertoire 
and technical exercises for PVMs and the people who prepare them? 
S19. How long should it take for PVMs to prepare repertoire for 
performance/auditions? 
S20. Please provide any thoughts or suggestions you may have for 
PVMs and the people who prepare them. 
 
 




An individual link to the survey was first emailed on May 3, 2020, to the 305 violin 
professors who met the first two criteria. The survey’s first two questions confirmed that 
participants met Criteria 1 and 2, and the next two questions determined if participants met 
Criteria 3 and 4; if they did not, they were directed to the end of the survey and were eliminated 
from the study. The emailed Qualtrics link was unique to each survey-taker and automatically 
saved participants’ progress, which allowed them to return later to complete the survey. Four 
follow-up emails were sent on May 15, May 21, May 28, and June 10, 2020, to potential 
participants who had not opened or had partially completed the survey to encourage them to 
complete the survey. See Figure 3.2 for the timeline of data collection. 
Interviews  
At the end of the online survey, participants were given the option to take part in an 
online video interview. Interviews are the primary data collection method in qualitative studies 
(Bloomberg & Volpe, 2008/2012; Merriam & Tisdell, 2016; Saldaña, 2011). A semi-structured 
interview is designed to gain “descriptions of the life world of the interviewee with respect to 
interpreting the meaning of the described phenomena” (Kvale, 2007, p. 8). In this study, the 
phenomenon explored was the perceived readiness of PVMs to pursue university-level violin 
study; to that end, the researcher created a semi-structured interview protocol to allow 
participants to speak at length on this subject. The interviews ranged from 25 to 60 minutes, 
depending on the loquaciousness of each participant. See Appendix F for the interview protocol 
and Table 3.5 for the relationship between the interview questions and research questions.  




Table 3.5  
Interview Questions That Address the Research Questions 
Research Questions Interview Questions 
1. How do violin professors 
describe their expectations of 
PVMs?  
I1. Ideally, what technical and musical skills should 
PVMs have? 
I10. What other attributes should they have? 
I8. Tell me about a time that a PVM met or exceeded your 
expectations. 
Follow up probes: 
I8a. How did the student meet or exceed your 
expectations? 
I8b. What do you know about the pre-college training of 
this student? 
2. To what extent do violin 
professors perceive that PVMs 
are meeting these expectations? 
I2. What are your thoughts about how PVMs are being 
prepared to meet your ideal expectations? 
I7. At auditions, how often do students meet your ideal 
expectations, whether or not they attend your school? 
I9. Tell me about a time that a PVM fell short of your 
expectations. 
Follow up probes: 
I9a. How did the student fall short of your expectations? 
I9b. What do you know about the pre-college training of 
this student? 
I6. Based on your responses to S3, 3a, S4, and S5, do you 
think these things are clear to PVMs and whoever is 
preparing them? 
3. What advice do violin 
professors offer for those 
preparing PVMs for acceptance 
into university-level music 
programs? 
I3. Who should PVMs seek out to prepare them to major 
in violin? 
Follow up probe: 
I3a. How would they find this person? 
I3b. Who should this person be? 
I4. What should PVMs and parents know about finding a 
teacher?  
I5. What should these teachers know about preparing a 
student to major in violin?  
  
The interviews were conducted using Zoom, except for one interview conducted using 
Skype (at the participant’s request). The interviews were recorded using Zoom, with a backup 
QuickTime recording, and transcribed with either Zoom or otter.ai immediately after the 




interview. After Zoom or otter.ai completed processing the audio and created a transcription, the 
researcher reviewed each one while listening to the audio recording and made corrections 
manually while the details of the interview were still fresh in her mind. These revisions were 
made the day of or the day after each interview. In a few cases, follow-up questions were e-
mailed to participants when the researcher discovered she had forgotten to ask a question from 
the protocol or required greater clarity to their responses from the interview. 
Documentary Materials 
According to Merriam and Tisdell (2016), “using documentary material as data is not 
much different from using interviews” (p. 175). Paperwork and notes from participants from 
entrance auditions would provide valuable documentation to support the survey and interviews; 
however, audition paperwork is confidential. Instead, two types of websites were visited before 
each interview. First, the entrance audition websites of the music programs where the interview 
participants teach were visited. The researcher analyzed audition requirements for each 
institution and other information available on the website. This yielded information about 
whether participants’ ideal expectations are aligned with their institution’s published 
requirements for entrance into university-level violin study. Next, the interview participants’ 
biographies on their institutions’ websites were visited, where available. This provided 
background information to help establish rapport at the start of each interview.  
Data Analysis and Synthesis 
Ratcliffe (1983) writes, “data do not speak for themselves; there is always an interpreter, 
or a translator” (p. 149). The data tells a story that will shed light on the problem. Through the 
data analysis stage, the researcher kept journals to establish an audit trail that detailed each step 
of the analysis process.  




Preparation of Data for Analysis 
Prior to analysis, the data were prepared using three of Boeije’s (2010) four aspects of 
data preparation:  
1. Organizing the data. For the interview data, a folder was created for each participant 
into which the following files were placed: the completed IRB consent form, 
screenshots of the participant’s institution’s audition requirements, post-interview 
memos, the raw audio file of the interview in mp4 format, the raw Zoom transcript of 
the interview, and the edited interview transcript in Word format. Separate folders 
were also created for IRB forms and participants’ institutions’ audition websites. A 
copy of each signed IRB consent form was placed into the former folder, and a copy 
of each screenshot of the requirements was put into the latter folder. The data were 
organized as they were collected for each interview participant. For the online survey 
data, the researcher used Qualtrics’ built-in “Data & Analysis” and “Reports” tools to 
organize close-ended survey questions. For the open-ended online survey responses, 
the data were exported and sorted by the research questions. 
2. Transcription of audio data. Zoom’s automatic transcription service was initially used 
to transcribe the audio data, but it was time-consuming and inaccurate. The researcher 
switched to otter.ai to transcribe the audio data. The transcription was then copied and 
pasted into Word and the researcher made manual corrections while listening to the 
audio of the interview. The transcripts were formatted for readability. 
3. De-identifying participants. The online survey was designed to anonymize 
participants. The interview participants were given pseudonyms, and any specific 
mention of their institution, city, or state was replaced with the terms “my 




institution,” “my city,” or “my state.” Since geography emerged as a relevant factor in 
answering the research questions, participants’ exact locations were replaced with 
broader geographical descriptions such as a “northeastern state” or a “western state.” 
After conducting and transcribing each interview, the researcher wrote memos about each 
participant because “many relevant impressions, spontaneous ideas, evaluations, solutions and 
thoughts are often forgotten … It is therefore advisable to write memos” (Boeije, 2010, p. 70). 
Given the large number of interview participants and their de-identification, memos provided a 
way to distinguish one participant from another by briefly writing about the researcher’s 
impressions of them and their interviews. Memos were based on Bloomberg and Volpe’s 
(2008/2012) “Participant Summary Form” (p. 205) and Saldaña’s (2013) “Questions to Consider 
as You Code” (p. 21–22). Appendix G shows the memo template created by the researcher. 
Writing these memos helped to identify occasional gaps in the data; when this happened, the 
researcher emailed participants for more detail or clarity. 
Analysis Process 
Analysis requires a “detailed description of the setting or individuals, followed by 
analysis of the data for themes, patterns, or issues.” (Bloomberg & Volpe, 2008/2012, p. 98). The 
original conceptual framework outlined in Chapter I was the basis for the analysis; the categories 
and descriptors in the conceptual framework were used as initial codes. Codes are “labels that 
assign symbolic meaning to the descriptive or inferential information” (Miles et al., 2014, p. 71). 
Additional codes were generated inductively through the analysis process.  
Multiple data summary tables were used to keep track of the interview participants’ 
coded responses, open-ended online survey responses, and documentary materials. The purpose 
of these tables is to help “compile what participants have said about each of the categories in the 




conceptual framework and record how many participants’ comments fall under the same 
categories” (Bloomberg & Volpe, 2008/2012, p. 103).  
Data analysis took place from May 8, 2020, to September 26, 2020 (Figure 3.3). First 
Cycle and Second Cycle coding was used for the interview data (Saldaña’s, 2013) The 
quantitative survey data were analyzed statistically, and the qualitative survey data were coded 
separately from the interview data. The documentary materials were coded simultaneously with 
First Cycle coding.  
Figure 3.3  
Timeline of Data Analysis 
 
First Cycle Analyses 
The initial stage of coding is referred to as First Cycle coding (Miles et al., 2014; 
Saldaña, 2013). First Cycle coding was conducted on the interview data and an iterative process 
as the researcher returned to already-coded transcripts when a new code would emerge that was 
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refined and revised the codes. First Cycle coding took place between June 30, 2020, and July 14, 
2020 (Figure 3.3). 
First Cycle Analysis of the Interview Data  
The interview transcripts were uploaded to NVivo after all the interviews were 
completed. The researcher conducted line-by-line coding using “elemental coding methods” 
(Saldaña, 2013, p. 83): structural, descriptive, in vivo, and process coding. Elemental methods 
are “primary approaches to qualitative data analysis” (Saldaña, 2013, p. 83) and in particular, 
structural coding is suitable for researchers “employing multiple participants, standardized or 
semi-structured data-gathering protocols … or exploratory investigations” (Saldaña, 2013, p. 84).  
 The First Cycle of interview data analysis was completed prior to the analysis of the 
survey data. This is because the researcher wished to keep the survey open for as long as possible 
to increase the response rate and analyzed the interview data in the meantime. 
Analysis of the Survey Data 
After the online survey closed, the data was exported in two different formats: comma-
separated values (CSV) and PowerPoint slideshow (PPT). The CSV format allowed for easy 
statistical analysis of quantitative values. The PPT format was easier to read and understand than 
the CSV format; additionally, the PPT format included visualizations of the survey responses.  
Using Table 3.4, the online survey questions and responses were organized based on 
which research question they were designed to answer. For the quantitative data, simple statistics 
such as percentages, averages, and counts were used. Each quantitative response was visualized 
in charts included in Chapter IV. The researcher coded open-ended questions in new data 
summary tables, using the same initial codes derived from the conceptual framework and the 




inductively generated codes that emerged from the interview data. A small number of new codes 
emerged from the open-ended survey responses that were not present in the interview data. 
Analysis of the Documentary Materials  
Participants’ institutions’ audition websites were studied to help answer Research 
Question 1. The researcher created another set of data summary tables to organize the 
requirements listed on each website, sorted by technique and repertoire. The data from these 
documentary materials were used to see if the information on these websites aligned with the 
interview participants’ descriptions of their expectations of potential violin majors (PVMs). 
Theming the Data 
Themes are  
statements qua (in the role of) ideas presented by participants during interviews that 
summarize what is going on, explain what is happening, or suggest why something is 
done the way it is. (Saldaña, 2013, p. 176) 
After completing First Cycle coding, the researcher used visualization tools in NVivo, which 
showed the codes that occurred most frequently, a technique referred to as “Code Landscaping” 
(Saldaña, 2013, p. 199). Codes were then organized into subcodes as needed. The organized 
codes were then placed into categories. This was an iterative process as codes were grouped or 
re-coded “into a smaller number of categories, themes, or constructs.” (Miles et al., 2014, p. 86).  
The researcher used the descriptors of the original conceptual framework (Appendix A) 
as original codes but the interview and survey responses introduced so much new data that she 
created several new categories: communication, entrance level repertoire, études, geography, 
honesty, ignorance, institution demands, institution/professor reputation, international 
perspective, K-12 music, local culture, other adults, potential, private teacher responsibilities, 
professional development, PVM academics, PVM mindset, PVM pre-college experiences, 
remediation, standards, status quo, violin professor assumptions, and violin professor 




responsibilities. Data summary tables were created for each category and participants’ coded 
open-ended responses were organized and filtered in them.  
From these categories, themes began to emerge, some expected, and some unexpected. 
The themes were categorized by which research question they corresponded with, and emergent 
themes that did not answer the research questions were temporarily discarded. 
Second Cycle Coding 
 Second Cycle coding is not always necessary (Saldaña, 2013). Its purpose is to “develop 
a sense of categorical, thematic, conceptual, and/or theoretical organization from your array of 
First Cycle codes” (Saldaña, 2013, p. 207). The researcher chose to conduct Second Cycle 
coding following the analysis of the survey data because she wanted to triangulate the various 
data sources. Axial coding was used, which  
relates categories to subcategories, specifies the properties and dimensions of a category, 
and reassembles the data you have fractured during initial coding to give coherence to the 
emerging analysis. (Charmaz, 2006, p. 60) 
During this stage of analysis, memos and jottings were also reviewed.  
 The categories from First Cycle coding were refined and organized to directly answer the 
research questions. How the final code groups and themes became findings is discussed in 
Chapter IV. 
Triangulation of Data Sources 
 After analyzing the interview data, online survey data, and documentary materials, these 
various data sources were triangulated. The researcher also double-checked the counts of the 
participant responses to ensure reporting accuracy. Themes from the interviews and the survey 
were compared to determine if they supported or contradicted each other and to what extent. 
These themes were transformed into findings, which are presented in Chapter IV. The discarded 




categories and themes at the end of First Cycle coding were reintroduced if they potentially 
explained the findings.  
Consent and Ethical Considerations 
 Institutional Review Board (IRB) approval was received on April 29, 2020, after the 
advanced dissertation proposal hearing on April 15, 2020. Materials submitted to IRB included 
the consent form, the recruitment message, the survey questions, and the interview protocol. The 
survey consent form was embedded into a scrollable box on the first page of the Qualtrics survey 
that participants had to click to agree, and the interview consent form was emailed to the 
interview participants.  
The study participants were adults and the researcher’s peers; there was no imbalance of 
power between the researcher and the participants. The survey data were anonymized, and 
interviewees were de-identified.  
 The only ethical consideration is the personal connection the researcher has with five of 
the 43 interview participants. This was not a concern in the online survey, where the data were 
anonymized. In the descriptions of the interview participants in Appendix C, the interview 
participants with whom the researcher has a prior connection are identified with an asterisk (*). 
In analyzing their interview data, any possible confirmation bias or other ethical considerations 
were addressed in jottings and memos. 
Issues of Trustworthiness 
According to Newman and Ridenour (2008), research designs are likely to have high 
validity and trustworthiness when multiple data collection methods are employed and there are 
multiple sources of data. In qualitative research, the terms credibility, dependability, and 




transferability are preferred to the more commonly used terms of validity and reliability in 
quantitative research (Lincoln & Guba, 1985). 
Internal Validity and Credibility 
 This criterion refers to “how research findings match reality” (Merriam & Tisdell, 2016, 
p. 242) and whether the researcher has “accurately represented what the participants think, feel, 
and do” (Bloomberg & Volpe, 2008/2012, p. 77). To increase validity and credibility through the 
data collection and analysis process, the following were undertaken: 
1. Clarified researcher bias and engaged in reflexivity. In Chapter I, in the “Narrative” 
and “Assumptions” sections, the lens through which the researcher viewed the 
research topic and possible biases were described. To avoid biasing participant 
responses, the researcher maintained a neutral tone in the survey and interview 
protocol. The researcher noted her prejudices and biases in jottings and memos and 
incorporated Boeije’s (2010) integrative procedures of reading them and 
acknowledging feelings to reflect on her positionality. 
2. Triangulation. The various data sources and data collection methods were used to 
corroborate findings. Conversely, where triangulation revealed “disconfirming 
evidence” (Creswell & Poth, 2018, p. 261) or “discrepant findings” (Bloomberg & 
Volpe, 2008/2012, p. 77), they were acknowledged and discussed. 
3. Member checks. In the pilot study, the survey participants were asked to give 
feedback on the survey design. Their responses influenced the revision of the survey 
for this study. During the interviews, the researcher conducted member checks by 
asking participants for clarification or summarizing their responses for her own 
understanding. Within 24 hours of each interview, transcripts were emailed to the 




participants for approval before proceeding with the analysis. The researcher also 
offered to share the findings with the participants. 
Reliability and Dependability 
Reliability and dependability refer to the trustworthiness of the data collection tools as 
well as the process of developing and implementing these tools and interpreting the resulting 
data (Bloomberg & Volpe, 2008/2012; Merriam & Tisdell, 2016). To achieve reliability and 
dependability, this chapter provided: 
1. A rationale for the methodology, data collection, and analysis used for conducting 
this study. Each step of this study’s process is explained and supported by the 
literature on methods. 
2. An explanation for how the survey questions and interview protocols were developed 
from the pilot study. Table 3.3 shows which questions from the survey and interview 
protocol address which research question.  
To establish a strong audit trail, the researcher maintained separate dissertation journals 
for (a) general dissertation information, (b) data collection, (c) findings, and (d) discussion. An 
audit trail describes “how the data were collected, how categories were derived, and how 
decisions were made throughout the inquiry” (Merriam & Tisdell, 2016, p. 252).  
Generalizability and Transferability 
 A study’s generalizability refers to how replicable the results would be if the 
methodology were applied to a different sample; it “cannot occur in qualitative research” 
(Merriam & Tisdell, 2016, p. 254). Instead, transferability is used in qualitative research to 
determine  




how well the study has made it possible for the reader to decide whether similar 
processes will be at work in their own settings and communities by understanding in 
depth how they occur at the research site. (Bloomberg & Volpe, 2008/2012, p. 78) 
 
In this chapter, data collection and analysis methods were described in detail to provide a deep 
understanding of the research process. Strategies for increasing the transferability of this study 
included: 
1. Purposeful sampling of violin professors. In the “Setting and Participants” section of 
this chapter, the participant selection criteria are described along with rationales for 
inclusion. 
2. Rich description. In Chapter IV and Chapter V, the qualitative data are described in 
rich detail. Descriptions of the interview participants provided in Appendix C provide 
insight, context, and background for the reader. 
Limitations of the Study 
There were two limitations to this study: researcher bias and the sample population. The 
researcher addressed her bias in the “Issues of Trustworthiness” section. For the sample 
population, the first four questions in the online survey asked whether participants met all four 
criteria, even though the directory from which they were selected automatically met Criteria 1 
and 2. For Criteria 3 and 4, which were at least three years of experience teaching at a university 
in the United States accredited by the National Schools of Music (NASM) and that 75% or more 
of their teaching load must be applied violin lessons, the researcher relied on the participants to 
self-report honestly. 
During the data collection process, the researcher discovered that some participants work 
mainly with graduate students. In hindsight, Criterion 4 should have stated, “75% or more of 
their teaching load must be applied undergraduate violin lessons” because the participants who 




worked mainly with graduate students were less experienced regarding potential violin majors 
(PVMs) and incoming first-year violin majors. 
Methodology Summary 
This chapter described the research design and rationale, descriptions of the setting and 
participants, recruitment procedures, a description of the pilot study, the instrumentation plan 
and data collection methods, data analysis, ethical considerations, issues of trustworthiness, and 
limitations of the study. A descriptive instrumental exploratory study was conducted to explore 
violin professors’ expectations of potential violin majors (PVMs), how these violin professors 
perceive PVMs are meeting these expectations, and what advice violin professors have for those 
helping to prepare PVMs to meet these expectations.  
The participant sample consisted of violin professors in the United States who met four 
specific criteria. The data collection tools were an online survey, video interviews, and 
documentary materials. Data collection took place from May 3, 2020, to June 29, 2020. Data 
analysis took place from May 8, 2020, to September 26, 2020. Structural, descriptive, in vivo, 
process, and axial coding were used to analyze the interview data. Quantitative data from the 
survey was analyzed using simple statistics such as counts, averages, and percentages. 
Qualitative data from the survey was coded separately from the interview data. Documentary 
materials were also coded. These data sources were triangulated to determine the findings.  
The researcher aimed to ensure trustworthiness through several methods, including 
maintaining an audit trail, clarifying researcher bias, engaging in reflexivity, using triangulation, 
member checks, providing a rationale for the methodology, explaining how data collection tools 
were developed, purposeful sampling, and using rich description. 
  







The purpose of this study was to explore violin professors’ expectations of potential 
violin majors (PVMs) in the United States, their perceptions of how these expectations are being 
met, and how PVMs can be prepared to meet these expectations. The following research 
questions were addressed: 
1. How do violin professors describe their expectations of PVMs? 
2. To what extent do violin professors perceive that PVMs are meeting these 
expectations? 
3. What advice do violin professors offer for those preparing PVMs for acceptance into 
university-level music programs? 
Organization of Chapter IV 
This chapter includes an overview of the data sources and data collection. The specific 
findings are then listed briefly. This is followed by a description of the codes and themes from 
the analyses of the data that led to the findings. After the descriptions of codes, each finding is 
discussed in depth as it relates to the research question. Interview data are the primary source for 
these findings, and quotes from the interview participants provide rich, descriptive data. 
Following the interview data, the survey data, both qualitative and quantitative, are presented. 
Quantitative data are shown visually with charts and tables. Triangulation of the data from the 
survey and interviews are presented. For the main findings for Research Question 1, an analysis 
of the documentary materials is included in the triangulation. 




Overview of Data Sources and Data Collection 
This study took place online and data were collected from May 3, 2020, to June 29, 2020. 
A Qualtrics survey was emailed to 304 potential participants, and 171 at least partially completed 
the survey (n = 171). Of the 171 participants, 16% (n = 28) did not meet the qualifying criteria 
and were directed to the end of the survey. Of the remaining 143 participants, 121 (70%) agreed 
to participate in the study by clicking “I agree” on the IRB consent form embedded within the 
Qualtrics survey. The response rate was calculated after subtracting ineligible respondents (Fink, 
2003). Therefore, the 28 respondents who did not qualify were subtracted from the original 304 
potential participants, resulting in 276 potential participants. The number of participants (n = 
121) who agreed to participate in the study was divided by 276, yielding a 44% response rate. A 
44% response rate is considered high, given that response rates to “email-only surveys are 
seldom more than 20 percent, even for specialized populations such as … university faculty” 
(Dillman et al., 2017, p. 223). Of the 121 survey participants, 18% (n = 22) partially completed 
the survey. The remaining 82% (n = 99) completed the entire survey. See Appendix E for the 
survey questions and Table 3.4 for which survey questions relate to each research question. 
At the end of the survey, participants were asked to volunteer for a video interview. Sixty 
survey participants volunteered, and 44 interviews (n = 44) were conducted, an overall 16% 
response rate from the 276 eligible potential participants. Interviews lasted from 25 to 60 
minutes depending on the length of participants’ responses. Forty-three of 44 participants 
approved transcripts sent to be member-checked; one participant did not respond to repeated 
emails about approving the interview transcript; thus, the data from that interview was omitted 
from the study. See Appendix F for the interview protocol and Table 3.5 for which interview 
questions relate to each research question.  




In addition to the survey and video interview data, other data sources were documentary 
materials, primarily audition websites of the interview participants’ institutions. One interview 
participant’s institution did not provide entrance audition information; this participant said that 
the institution is currently revising and updating this page.  
List of Findings 
The specific findings for each question are listed below. Later in this chapter, each 
finding is discussed in depth as it relates to each research question. 
Findings for Research Question 1: 
• Finding 1a: The overwhelming majority of the interview (98%) and survey (98%) 
participants expect that PVMs should have a solid technical foundation. 
• Finding 1b: 72% percent of the interview participants and 98% of the survey 
participants prefer PVMs to work on repertoire aligned with their technical 
development. 
• Finding 1c: The interview and survey participants prefer to work with PVMs who 
demonstrate open-mindedness, teachability, a desire to improve, and a willingness to 
work hard, even if they are less advanced than PVMs who do not demonstrate these 
attributes. 
Findings for Research Question 2: 
• Finding 2a: Violin professors have accepted PVMs whom they perceived did not 
meet their technical and/or musical expectations. 
• Finding 2b: Violin professors perceived that less than 50% of PVMs demonstrate a 
solid technical foundation. 




• Finding 2c: More than 50% of the interview and survey participants have heard 
PVMs perform pieces beyond their technical ability. 
• Finding 2d: All the interview participants have accepted PVMs whom they perceived 
to fall short of violinistic expectations but demonstrated open-mindedness, resilience, 
and curiosity. 
Findings for Research Question 3: 
• Finding 3a: All the interview participants and 74% of the survey participants agreed 
that PVMs must work with private teachers to meet violin professors’ expectations. 
• Finding 3b: Participants perceived private teacher responsibilities and roles to include 
holding PVMs to high performance standards, knowing university music programs’ 
and violin professors’ expectations, and preparing PVMs to meet violinistic 
expectations as detailed in Findings 1a and 1b. If private teachers cannot do so, they 
should engage in professional development or help PVMs find a more suitable private 
teacher.  
• Finding 3c: Participants suggested an additional need for adult guidance in 
conjunction with private violin teachers to identify, nurture, and support PVMs. 
In addition to these findings, there were several emergent unusual and unexpected 
findings that did not directly answer the research questions but are related to Research Questions 
1 and 2: 
• Finding 1d: 37% of the interview participants explicitly correlated their expectations 
of PVMs with their own pre-college background and training. 
• Finding 1e: 26% of the interview participants initially expressed that they did not 
have technical or musical expectations. 




• Finding 1f: 53% of the interview participants believe their expectations to be lower 
than those at conservatories and elite university music programs or that they cannot 
uphold the same expectations of violin professors at these types of institutions. 
• Finding 2e: Only 5% of the interview participants suggested a lack of talent as a 
possible reason why PVMs fall short of expectations. 
• Finding 2f: 58% of the interview participants believe that PVMs, private teachers, and 
other pre-college instructors (OPCIs) do not know what violin professors’ 
expectations are.  
• Finding 2g: 40% of the interview participants actively engage with their communities 
in an effort to communicate their expectations to PVMs, private teachers, and OPCIs 
in order to raise the overall violinistic abilities and skills of PVMs. 
• Finding 2h: 35% of the interview participants demonstrated deficit positioning in 
describing their perceptions of how PVMs are meeting their expectations. 
• Finding 2i: 9% of the interview participants were concerned that accepted PVMs who 
fall short of expectations may enter the professional music world as K-12 music 
classroom teachers or private teachers after graduation.  
Interview data were the primary source for these unusual and unexpected findings, and quotes 
from the interview participants provided rich, descriptive data. Despite their low frequency when 
compared with the main themes, these unusual and unexpected findings are included because 
they help to explain the main findings and are incorporated into the discussion in Chapter V. 
Presentation of Data 
The interview participants were given pseudonyms for de-identification. Interview data 
are presented first, except for Finding 2a, followed by the survey data, both qualitative and 




quantitative (Table 4.1). Qualitative data are supported with quotes from both interview and 
survey participants. Quantitative data are shown visually with charts and graphs. The quantitative 
data generalize the participants’ responses to the research questions and the qualitative data seek 
to find deeper meaning to the responses. For the main findings for Research Question 1, an 
analysis of the documentary materials is included.  
Table 4.1  
Presentation of Data Supporting Findings 
 
Main Findings 
 Order of data source presented: 
1a  General: 
 1. Interview 2. Survey 3. Triangulation  
       Scales and arpeggios: 
 1. Interview 2. Survey 3. Websites 4. Triangulation 
       Études and exercises: 
 1. Interview 2. Survey 3. Websites 4. Triangulation 
       Healthy setup: 
 1. Interview 2. Survey 3. Triangulation  
1b 1. Interview 2. Survey 3. Websites 4. Triangulation 
1c 1. Interview 2. Survey 3. Triangulation  
2a 1. Survey 2. Interview 3. Triangulation  
2b 1. Interview 2. Survey 3. Triangulation  
2c 1. Interview 2. Survey 3. Triangulation  
2d 1. Interview 2. Survey 3. Triangulation  
3a 1. Interview 2. Survey 3. Triangulation  
3b: Roles and responsibilities: 
 1. Interview 2. Survey 3. Triangulation  
      Suggestions and advice:   
 1. Interview 2. Survey 3. Triangulation  
3c  1. Interview  2. Survey 
  
3. Triangulation  
Unusual and Unexpected Findings 
 Order of data source presented: 
 Interview only  
  




Description of Codes and Themes 
 In First Cycle coding, the categories and descriptors from the original conceptual 
framework, listed in Appendix A, were used to organize the codes. Through First Cycle coding, 
the original descriptors broadly defined what the researcher then coded in greater detail. 
Descriptors were eliminated if there were no supporting data. New codes that did not fit into the 
original descriptors also emerged. At the end of First Cycle coding, the researcher had a large 
number of elemental codes and several new categories as described in the subsection “First 
Cycle Coding” in Chapter III. 
In Second Cycle coding, the researcher’s jottings and memos were included with the 
other data. The interview and survey data were recoded for the emergent codes from First Cycle 
coding. During axial coding, some original descriptors and code groups remained, while others 
were refined, combined, or eliminated. The coded material that had been organized into code 
groups for Research Question 1 was revisited to sort what data corresponded with participants’ 
expectations and what data corresponded with participant’s perceptions of how potential violin 
majors (PVMs) were meeting these expectations. From the frequency of the code groups, the 
findings were extrapolated. Table 4.2 shows the transformation of the original conceptual 
framework descriptors into final code groups at the end of analyses.  
  




Table 4.2  
Conceptual Framework Descriptors to Code Groups 
Original Descriptors  Code Groups 
 
Research Question 1 
 
 
   
• Solid technical foundation and basic 
skills on the violin 
 
 
Solid technical foundation (same) 
New subcodes: 
Étude Sequence 
Healthy Posture and Setup 
Scales and arpeggios 
• Background of musical knowledge 
including music theory and music history 
• Musical development including aural 
skills, rhythmic understanding, and 
understanding of musical concepts 
• Artistic development including phrasing, 
expression, and musical style 
 
Combined, refined to “Gaps in Skills and 




• Willingness to learn in the applied setting  Renamed “Teachability” 
 
  
• Resilience  Resilience (same) 
 
  




• Previous experience with private lessons  Renamed “Pre-College Private lessons” 
   
 
 
Emergent code groups: 











Original Descriptors  Code Groups 
 
Research Question 2 
 
  
• PVMs may not have a solid technical 
foundation on the violin 
 Renamed “No Foundation” 
   
• PVMs may not have knowledge of music 
theory nor music history 
 See above “Gaps in Skills and Knowledge” 
 
  
• PVMs may not have matured musically  Eliminated 
 
  





• PVMs demonstrate commitment to 
pursuing violin study 
 See above “Work Ethic/Self-Discipline” 
 
  
• PVMs have had private lesson 
experience 
 See above “Pre-College Private lessons” 
 
  





Emergent code groups: 
Accepting Unready PVMs 
Ignorance 
Recruiting 
Resistance to Remediation 
   




Original Descriptors  Code Groups 
 
Research Question 3 
  
   
• Ideally, PVMs should work with private 
teacher who has SMK and PCK 
 




   
• Take advantage of professional 
development opportunities 
• Ensure technique is included in PVM’s 
training 
 





Assign Appropriate Repertoire 
   
• Prepare the PVM for the entire music 
degree, not just the audition 
 Eliminated 
   





Emergent code groups: 
Cost of Private Lessons 




Find Private Teacher 
Talent Identification 
 
New “Private Teacher” subcodes: 
Know Limitations 
Know Professors’ Expectations 
Communicate with Professors 
Be Honest With PVMs 
Have Higher Expectations 
   
The code groups with the highest frequency were themed to become the main findings for 
each research question (Table 4.3).  




Table 4.3  
Code Groups to Themes to Main Findings 
Code Groups  Theme  Finding 
     
Solid technical foundation 
New subcodes: 
Étude Sequence 
Healthy Posture and Setup 
Scales and arpeggios 
 
Expectation: 
Solid Technical Foundation 
 1a 
     







Assigned by Private Teacher 
 1b 










     
Emergent code groups: 




Accepting Unready PVMs 
 2a 
     
No Foundation 
Gaps in Skills and Knowledge 
 Perception: 
Lack of Technical Foundation 
 2b 
     
















PVMs Show Non-Musical Attributes 
 2d 
     




Code Groups  Theme  Finding 
     
Pre-College Private lessons 
Private Teacher Role/Responsibility 
SMK 
PCK 
Cost of Private Lessons 
Hard to Find Private Teacher 
 
PVMs Need Private Teacher  3a 
     
Private Teacher Role/Responsibility 
Scaffolding 




Know Professors’ Expectations 
Communicate with Professors 
Be Honest With PVMs 
Have Higher Expectations 
 
Private Teacher Responsibilities  3b 





Other Adults  3c 
     
Detailed Main Findings for Research Question 1 
The first research question was: How do violin professors describe their expectations of 
potential violin majors (PVMs)? The intent of this question was to determine what competencies 
violin professors expect PVMs should have by the time they start university. There were three 
main findings relating to this research question found in both the survey and the interview data 
and three unexpected and unusual findings that emerged from the interview data.  
Finding 1a: Solid Technical Foundation 
The overwhelming majority of the interview (n = 42, 98%) and survey (n = 97, 98%) 
participants indicated that PVMs should have a solid technical foundation. Many different 
aspects of what comprise a solid technical foundation were discussed in the interviews, but the 
most common expectations described by the participants were (a) scales and arpeggios, (b) 




études and exercises, and (c) healthy posture and setup. In this finding, for each subsection, the 
interview data are described first, followed by the survey data, then the documentary materials 
where relevant. The various data sources are then triangulated. 
Interview Data for a Solid Technical Foundation 
The most important violin-related skills that the participants expect from PVMs are a 
solid technical foundation. Ninety-eight percent (n = 42) of the interview participants generally 
agreed that technical material should be assigned to PVMs in a sequenced and scaffolded 
manner. Two interview participants described a technical foundation as: 
Technique is like bricks you have to build upon, and [if] there is something that is not 
working in the foundation, then it’s not going to work. When we tackle the much more 
difficult, more challenging repertoire, that is when it shows up as a deficiency. (Tamar) 
[Violin is a] very technical instrument and technique needs to be emphasized … that stuff 
that really starts from being able to play well, but also several other very basic 
musicianship things such as rhythm, aural theory, ear training. (Dae-Ho) 
Hector provides a rationale for why technical development is so crucial: 
I don’t believe in learning techniques through repertoire. And the reason is that if your 
technique is not good enough for a piece, then a student starts getting frustrated because 
they understand that they can’t play the piece well … My teacher was of the philosophy 
that the technique has to exceed, by far, the technical demands of the repertoire. 
Survey Data for a Solid Technical Foundation 
Ninety-eight percent (n = 97) of the survey participants strongly agree (76%, n = 75) or 
somewhat agree (22%, n = 22) that PVMs should be assigned technical work. Overall, 83% to 
100% of the survey participants agreed that left-hand and right-hand skills are either very 
important or somewhat important for PVMs to have. This aligns with the interview data 
regarding the importance of PVMs having a solid technical foundation.  
Left-hand technique. The survey participants were asked to rank the importance of 
various left-hand technical skills and then asked for additional skills (Figure 4.1). 




Figure 4.1  
Importance of Expected Left-Hand Skills in PVMs 
 
The left-hand skills listed were a well-developed left-hand frame and secure intonation, 
proper shifting technique, vibrato, playing in different positions, one-octave scales in all major 
and minor keys, two-octave scales in all major and minor keys, three-octave scales in all major 
and minor keys, one-octave arpeggios in all major and minor keys, two-octave arpeggios in all 
major and minor keys, and three-octave arpeggios in all major and minor keys.  
Eighty-four percent to 100% of respondents (n = 101) rated the listed left-hand skills as 










































Well-developed left hand frame and secure intonation
Proper shifting technique
Playing in different positions
One octave scales in all major and minor keys
Two octave scales in all major and minor keys
Three octave scales in all major and minor keys
One octave arpeggios in all major and minor keys
Two octave arpeggios in all major and minor keys
Three octave arpeggios in all major and minor keys
Very important Somewhat important Somewhat unimportant Not at all important




respondents (n = 101) rated the listed left-hand skills as somewhat unimportant (1% to 10%) or 
not at all important (0% to 7%). 
The survey participants also suggested additional left hand abilities that PVMs should 
have: double stops and chords (n = 23), efficient left-hand articulation (n = 6), left-hand facility 
and speed (n = 5), harmonics (n = 3), and portamento (n = 1; Table 4.4).  
Table 4.4  
Additional Left Hand Skills Suggested by Survey Participants 
Left Hand Skill: Frequency 
Double stops and chords  n = 23 
Efficient left-hand articulation n = 6 
Left-hand facility and speed n = 5 
Harmonics n = 3 
Portamento n = 1 
Right-hand technique. The survey participants were asked to rank the importance of 
various right-hand technical skills and then asked for additional skills (Figure 4.2). 




Figure 4.2  
Importance of Expected Right-Hand Skills in PVMs 
 
In ranking right-hand skills, the list included a smooth and connected legato, a clear and 
even staccato, bowing in a straight line, bowing parallel to the bridge, maintaining and 
controlling the contact point, off the string bow strokes, playing even down and up bows, playing 
with a clear and resonant tone, playing in all parts of the bow, playing with smooth bow changes, 
and sustaining sound from frog to tip  
Eighty-three percent to 93% of respondents (n = 99) rated the listed right-hand skills as 
either very important (40% to 71%) or somewhat important (26% to 46%). One percent to 16% 
of respondents (n = 99) rated the listed right-hand skills as either somewhat unimportant (2% to 













































A smooth and connected legato
A clear and even staccato
Bowing in a straight line
Bowing parallel to the bridge
Maintaining and controlling the contact point
Off the string bow strokes
Playing even down and up bows
Playing with a clear and resonant tone
Playing in all parts of the bow
Playing with smooth bow changes
Sustaining sound from frog to tip
Very important Somewhat important Somewhat unimportant Not at all important




The survey participants were asked to add to the list of right-hand abilities that PVMs 
should have (Table 4.5).  
Table 4.5  
Additional Right Hand Skills Suggested by Survey Participants 
Right Hand Skill: Frequency 
Functional and flexible bow hold n = 11 
Ability to vary the contact point, weight, speed, and angle of the bow stick n = 8 
String crossings n = 5 
Bow distribution n = 4 
Playing chords n = 3 
“All” bow strokes and articulations n = 2 
Phrasing with the bow n = 2 
Sautillé n = 2 
Co-ordination with left hand n = 1 
Efficient transfer of right arm weight into the bow  n = 1 
Flying staccato n = 1 
Martélé n = 1 
Pizzicato n = 1 
Ricochet n = 1 
Starting from the string n = 1 
  
The responses included a functional and flexible bow hold (n = 11), the ability to vary 
the contact point, weight, speed, and angle of the bow stick (n = 8), string crossings (n = 5), bow 
distribution (n = 4), playing chords (n = 3), “all” bow strokes and articulations (n = 2), phrasing 
with the bow (n = 2), sautillé (n = 2), co-ordination with left hand (n = 1), efficient transfer of 
right arm weight into the bow (n = 1), flying staccato (n = 1), martélé (n = 1), pizzicato (n = 1), 
ricochet (n = 1), and starting from the string (n = 1). Irrelevant answers included holistic 
responses about general setup, mental acuity, and aural skills (n = 8), statements that the survey 
participants themselves are capable of teaching PVMs the listed right-hand skills (n = 8), and 
that PVMs should demonstrate appropriate style (n = 1). 




Triangulation of Data for a Solid Technical Foundation 
While both the interview and survey participants were extremely clear about the 
importance of PVMs having a solid technical foundation, there is no information on the 
interview participants’ institutions’ audition websites that support this. PVMs, private teachers, 
and other pre-college instructors (OPCIs) would be unable to determine the importance of having 
a solid technical foundation when visiting institutions’ audition websites to determine what to 
prepare for auditions and university-level study. 
Fourteen percent (n = 6) of the interview participants initially assumed that the 
information provided on their institutions’ audition websites presented adequate information for 
PVMs. When the researcher pointed out that their institutions’ audition websites did not actually 
list the various aspects of a solid technical foundation they described, Estella acknowledged, 
Absolutely … for a huge subset of the population, those things are meaningless. ‘What is 
that?’ So, who is supposed to give them that information? Which I know is what you’re 
asking [laughs]. 
In response to the same probe, Eleanor believed that expectations were clear on the audition 
website:  
So, I give them the ideal of what they should do on the audition. And then say, “But 
something like this and something like this would also be acceptable.” So that there is a 
range of expectations on there. 
On the other hand, Lena came to the following realization:  
We also need to probably put it on our website — this is what’s most important. Because 
everybody’s assuming somebody else is covering it, right? I’m as a professor going, “Oh, 
my God, how can this —? What? Who told them this was okay? Why isn’t this word 
out?” But if they don’t know, it’s all of our responsibility.  




Three-Octave Scales and Arpeggios  
The most common aspect of a solid technical foundation that emerged from the data was 
knowledge of and the ability of PVMs to play scales and arpeggios. The interview data are 
described first, followed by the survey data, then the documentary materials. 
Interview data for three-octave scales and arpeggios. Eighty-eight percent (n = 38) of 
the interview participants agreed that PVMs must know three-octave scales, and 81% (n = 35) 
agreed that PVMs must know three-octave arpeggios. Two of the interview participants said: 
Scales is the most important, and then anything else, depending on how advanced the 
student is, that should expand into — you and I know this — double stops or octaves or 
arpeggios. (Lena) 
I don’t care if they are able to play all of them [scales and arpeggios] in front of us in the 
audition. But hopefully they played enough of them in their repertoire before — minor 
and major — a couple of minors hopefully, both minors — that they could prepare for the 
audition. (Natasha) 
Sixty percent (n = 26) agreed that PVMs should be able to perform three-octave scales in 
all major and minor keys, and 53% (n = 23) agreed that PVMs should be able to perform three-
octave arpeggios in all major and minor keys. Kaori said, “ideally, all of the modes, every key, 
and arpeggios of every key. Mastered.” Noah agreed, “Students going into college should be able 
to play all the three-octave scales, scales and arpeggios, Flesch patterns.” Other participants who 
agreed spoke similarly. Michelle delved deeper: “I have to often say, ‘Are you doing Carl Flesch 
scale system?’ They should be doing that in high school … You have to have a good diet of 
scales and arpeggios.” Jakub explained why PVMs need to know all the scales and arpeggios: 
“So that can be something that we work from rather than work towards to try to figure out.”  
Some interview participants suggested that the exact type and number of scales and 
arpeggios is dependent on whether the PVM intends to pursue a performance, music education, 
or another type of music degree:  




I would love for every incoming performance major to be able to play all three-octave 
scales and arpeggios by memory. . . With the music ed kids … they’ve got up through 
three sharps and flats or something on the three-octaves scales and arpeggios memorized. 
(Virginia) 
A baseline: they should be able to get through three-octave scales and three-octave, at 
least, major, minor arpeggios, I would say. Ideally, all keys. Maybe for Bachelor of Arts 
up to four sharps or flats … I would say at least a three-octave scale up to D major, I 
would say if you go chromatically up to D major. (Patrick) 
Two interview participants (n =2) did not explicitly mention scales or arpeggios. 
However, their institutions’ audition websites clearly state that “Any three-octave scales may be 
asked as part of the audition” and “Prepare three-octave scales and arpeggios.” 
Survey data for three-octave scales and arpeggios. The survey data support the 
importance of scales and arpeggios as a crucial part of a technical foundation (Figure 4.3). 
Figure 4.3  
Importance of Scales and Arpeggios 
 
Ninety-four percent (n = 95) of the survey participants stated that three-octave scales in 
all major and minor keys are either “very important” (n = 62) or “somewhat important” (n = 33). 
Ninety-two percent (n = 93) of the survey participants stated that three-octave arpeggios in all 
major and minor keys are either “very important” (n = 58) or “somewhat important” (n = 35). 









Very important Somewhat important Somewhat unimportant Not at all important
Three octave scales in all major and minor keys Three octave arpeggios in all major and minor keys




are either “somewhat unimportant” (n = 5) or “not at all important” (n = 1). Eight percent (n = 
8) of the survey participants stated that three-octave arpeggios in all major and minor keys are 
“somewhat unimportant.” 
 Documentary data for three-octave scales and arpeggios. Of the 42 available audition 
websites of the interview participants’ institutions, 29% (n = 12) do not mention scales or 
arpeggios, 45% (n = 19) list scales only, and 26% (n = 11) list both scales and arpeggios (Table 
4.6).  
Table 4.6  
Audition Websites Listing Scales and Arpeggios 
Scales or Arpeggios Percentage and Number 
No mention of scales or arpeggios 29%, (n = 12) 
Scales only 45% (n = 19) 
Scales and arpeggios 26% (n = 11) 
  
Of the 29 websites that list scales, 40% (n = 17) require both major and minor scales, 2% 
(n = 1) require major scales only, and 29% (n = 12) do not specify whether PVMs should 
prepare any major and/or minor scales for the audition (Table 4.7). Of the 30 websites that list 
scales and/or arpeggios, 67% (n = 20) specify that PVMs should prepare three octaves, 7% (n = 
2) state that PVMs should prepare at least two octaves, 3% (n = 1) state that PVMs should 
prepare two octaves, and 3% (n = 1) state that PVMs may prepare three octaves but four octaves 
is preferred (Table 4.7). Twenty percent (n = 6) of the websites that list scales and/or arpeggios 
do not specify the number of octaves PVMs should prepare. Of the 30 websites that list scales 
and/or arpeggios, 10% (n = 3) specify that PVMs should prepare all keys, and 27% (n = 8) state 
a key or keys “of the student’s choice” (Table 4.7). Fifty percent (n = 15) of the websites that list 
scales and/or arpeggios do not specify which keys PVMs should prepare. Of the 30 websites that 
list scales and/or arpeggios, 10% (n = 3) have different scale and arpeggio requirements 




depending on whether the PVM is auditioning for performance, music education, music therapy, 
or Bachelor of Arts in applied violin. 
Table 4.7  
Scale Specifics Listed on Audition Websites 
Major and/or Minor Percentage and Number 
Both major and minor scales 40% (n = 17) 
Major scales only 2% (n = 1) 
Unspecified 29% (n = 12) 
  
Number of Octaves Percentage and Number 
Three 67% (n = 20) 
At least two 7% (n = 2) 
Two 3% (n = 1) 
Three, four preferred 3% (n = 1) 
Unspecified 20% (n = 6) 
  
Keys Percentage and Number 
PVM's choice 27% (n = 8) 
Specific keys listed 13% (n = 4) 
All 10% (n = 3) 
Unspecified 50% (n = 15) 
  
 Triangulation of data for three-octave scales and arpeggios. Both the interview 
participants and survey participants generally agreed about the importance of scales and 
arpeggios in PVMs’ technical development. The overwhelming majority of the interview 
participants (81% to 88%) and survey participants (92% to 94%) stated the importance of scales 
and arpeggios. However, 29% (n = 12) of the interview participants’ institutions’ audition 
websites do not mention scales or arpeggios at all, even though 73% (n = 8) of those participants 
explicitly stated that PVMs should be able to perform all three-octave scales and arpeggios in all 
major and minor keys. Of the interview participants who stated that PVMs should be able to 
perform three-octave scales in all major and minor keys (n = 26) and perform three-octave 
arpeggios in all major and minor keys (n = 23), 12% (n = 3) of their websites state “all” or “any” 




keys, and 31% (n = 8) of their websites do not mention scales or arpeggios. Overall, the 
interview participants’ institutions’ audition websites do not reflect the importance or types of 
scales and arpeggios that the interview and survey participants expect PVMs to be able to 
perform. 
Études and Exercises  
The second most common aspect of a solid technical foundation that emerged from the 
data was the use of études and exercises by PVMs to develop their technical foundation. The 
interview data are described first, followed by the survey data, then the documentary materials. 
Interview data for études and exercises. Eighty-eight percent (n = 38) of the interview 
participants brought up the topic of études and exercises and the importance of assigning them in 
a sequenced manner to develop a strong technical foundation.  
If you’re after skills, habits, and mental understanding, that’s where études in the 
technical regimen are really important. Because once you do an étude, from second to 
fourth position, by the end of that, you get, “Okay, fourth position, first finger’s on E.” 
You get that because you’ve seen it every other bar, and you don’t you don’t get that in a 
piece. (Lena) 
You also want them to have worked through a canon of études — that looks different 
depending on the teacher. For my teacher, that was Wohlfahrt, the Whistler books for 
shifting, and then Kayser, Dont 37, Mazas, Kreutzer. Some logical progression of that so 
that they’re building their technique organically and gradually over time. (Barbara) 
 Survey data for études and exercises. The survey data corroborate the importance of 
working on études and exercises as a crucial part of developing a technical foundation (Figure 
4.4).  




Figure 4.4  
Using Études and Exercises to Build PVMs’ Technical Foundation 
 
Ninety percent (n = 89) of the survey participants agreed that “PVMs should be assigned a broad 
range of études and exercises that builds a solid technical foundation and supports the demands 
of the repertoire.” Six percent (n = 6) agreed that “PVMs should be assigned a narrow range of 
études and exercises that builds a somewhat solid technical foundation that supports some of the 
demands of the repertoire.” None (n = 0) agreed that “PVMs should be assigned unrelated 
technical work that does not establish a solid technical foundation and does not support the 
demands of the repertoire.” None (n = 0) agreed that “PVMs should not be assigned any 
technical work,” and 4% (n = 4) selected “other.” The relevant “other” responses included: 
They should be fed a healthy diet of études in a systematic sequence, for example the one 
created by Dorothy Delay. (Response 3, S13) 
 
As a student I did some formal études in a random way, but my teacher mostly made up 
focused exercises drawn from the problems I encountered in the repertoire, and I still 
largely teach this way. If a student has a problem with a shift, I have them practice 
forward and backward, shifting to other notes in the same position, shifting a smaller 
interval then enlarging each time, etc. I do not find a Kreutzer shifting étude to fix the 





PVMS should be assigned a broad range of études and exercises that builds a solid technical foundation and
supports the demands of the repertoire
PVMs should be assigned a narrow range of études and exercises that builds a somewhat solid technical
foundation that supports some of the demands of the repertoire
PVMs should be assigned unrelated technical work that does not establish a solid technical foundation and
does not support the demands of the repertoire
PVMs should not be assigned any technical work




 Documentary data for études and exercises. Of the 42 available audition websites of 
the interview participants’ institutions, 60% (n = 25) do not mention études, 33% (n = 14) 
require PVMs to prepare one étude, and 7% (n = 3) suggest that an étude can be prepared as a 
repertoire selection (Table 4.8). Exercises are not listed on any audition websites. 
Table 4.8  
Audition Websites Listing Études  
Études  Percentage and Number 
No mention of études  60% (n = 25) 
Prepare one étude 33% (n = 14) 
Étude may be repertoire selection 7% (n = 3) 
  
Of the 14 websites that require an étude, 47% (n = 7) suggest études by specific composers 
including Kreutzer (n = 6), Dont (n = 5), Rode (n = 4), Mazas (n = 3), Gaviniès (n = 2), 
Campagnoli (n = 1), Fiorillo (n = 1), Kayser (n = 1), Paganini (n = 1), Sitt (n = 1), and Wohlfahrt 
(n = 1; Table 4.9). Of the remaining seven websites, three stated “an étude,” two stated, “a 
standard étude,” one stated, “suggestions for appropriate études may be obtained from the 
professor,” and one stated, “an étude/caprice demonstrating your current technical development.”  
Table 4.9  
Étude Specifics Listed on Audition Websites 
Études  Frequency 
Kreutzer  n = 6 
Dont n = 5 
Rode n = 4 
Mazas n = 3 
Gaviniès n = 2 
Campagnoli n = 1 
Fiorillo n = 1 
Kayser n = 1 
Paganini n = 1 
Sitt n = 1 
Wohlfahrt n = 1 




Triangulation of data for études and exercises. As with scales and arpeggios, both the 
interview and survey participants were generally in agreement about the importance of using 
études and exercises to build PVMs’ technical foundation. Eighty-eight percent (n = 38) of the 
interview participants and 91% (n = 91) of the survey participants stated the importance of 
études and exercises. However, only 40% (n = 17) of the interview participants’ institutions’ 
audition websites require études and exercises, even though 88% (n = 38) of those participants 
brought up the need for PVMs to work on études and exercises. Overall, the interview 
participants’ institutions’ audition websites do not reflect the importance of études and exercises 
that the participants stated to be a crucial part of PVMs’ technical foundation. 
PVMs Should Play With a Healthy and Proper Setup 
The third most common aspect of a solid technical foundation that emerged from the data 
was the ability of PVMs to play in a healthy manner with the proper setup. The interview data 
are described first, followed by the survey data. There were no documentary materials included 
for this aspect of Finding 1a. 
Interview data for playing with a healthy and proper setup. Sixty-five (n = 28) 
percent of the interview participants stressed the importance of playing the violin in a healthy 
manner and with proper setup. This refers to how the body holds the violin and bow and moves 
to produce sound and execute technique, given the asymmetrical nature of playing the violin. 
Tension caused by improper posture and setup can inhibit fluency of motion and lead to injury. 
Some of the participants described the importance of setup and posture: 
I’m very much into that — posture — because it’s extremely important. Everything is 
built around our spine; everything comes from somewhere. So, I have a big emphasis on 
the posture, how we stand, what the neck is doing … because violin playing is not very 
natural playing. (Tamar) 
This very serious physiologically sound approach to posture, good physical balance in 
their posture — Which I define in one word — tonus — which is the balance between 




needed tension and needed relaxation, because you need both, viably. To speak about 
relaxation in abstract, it’s a silly thing. Try to play Brahms Violin Concerto relaxed — 
it’s impossible. What there is, is a healthy fluctuation between the two states and 
management of the levels. And a sense of balance in the most literal sense of the word, 
like the axes of motion, inertia, counterbalance, and understanding. (Matias) 
 Survey data for playing with a healthy and proper setup. Ninety-six percent (n = 104) 
of the survey participants stated that playing with good posture and a healthy setup is either 
“very important” (n = 65) or “somewhat important” (n = 35; Figure 4.5). Four percent stated that 
it is either “somewhat unimportant” (n = 3) or “not at all important” (n = 1). 
Figure 4.5  
Importance of Good Posture and Healthy Setup in PVMs 
 
 Triangulation of data for playing with a healthy and proper setup. Consistent with 
the other aspects of Finding 1a, both the interview participants and survey participants were 
generally in agreement about the importance of PVMs playing in a healthy manner with a proper 
setup. However, a higher percentage of the survey participants expressed this. Sixty-five percent 
(n = 28) of the interview participants brought up the subject of posture and setup. In contrast, 
96% (n = 99) of the survey participants stated that good posture and healthy setup are either very 
important (n = 65) or somewhat important (n = 34). Documentary material was not used to 
triangulate this aspect of Finding 1a because there is no mention of posture or setup in the 
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Finding 1b: Repertoire Selection Should Align with Technical Development 
Seventy-two percent (n = 31) of the interview participants and 98% (n = 97) of the survey 
participants expect PVMs to work on repertoire in line with their technical development, in 
response to, “How do violin professors describe their expectations of PVMs?” Participants stated 
that PVMs should be assigned repertoire based on their technical skills meaning that PVMs 
should work on repertoire that ranges from being well within their technical grasp to within their 
Zone of Proximal Development (ZPD; Vygotsky, 1978). Violin professors expect PVMs to 
perform their repertoire at a high standard. The aspects of a high standard of performing that 
occurred most frequently in the interviews included quality of tone production (70%, n = 30) and 
secure intonation (35%, n = 15). 
Many institutions’ audition websites require that PVMs audition with standard repertoire 
such as movements from the Sonatas and Partitas for Solo Violin, BWV 1001-1006 by J.S. Bach 
(often referred to as unaccompanied Bach or solo Bach) or a standard concerto. However, 
participants were strongly opposed to PVMs who work on repertoire outside of their technical 
ability even if it is what is listed on participants’ institutions’ audition websites. Both the 
interview participants and survey participants expect that PVMs’ private teachers are responsible 
for assigning repertoire aligned with PVMs’ technical development. 
Interview Data for Repertoire Selection 
For 72% of the interview participants, repertoire selection should be tied to technical 
development. As Justin says, “If they’re playing a certain piece, they should be able to play 
scales or arpeggios, double stops that are at a comparable level.” The interview participants 
expect PVMs to prepare selections from the standard Romantic concerto repertoire only if PVMs 
have a solid technical foundation as listed in Finding 1a (knowledge of three-octave major and 




minor scales and arpeggios, regular and consistent work on études and exercises, and playing in 
a relaxed manner with healthy setup). Specific examples of concerti that the interview 
participants deemed appropriate for PVMs who meet their technical expectations included: 
Violin Concerto No. 1 in G minor, opus 26 by Max Bruch (n = 11), Symphonie espagnole in D 
minor, opus 21 by Édouard Lalo (n = 7), Violin Concerto No. 3 in B minor, opus 61 by Camille 
Saint-Saëns (n = 7), Violin Concerto in E minor, opus 64 by Felix Mendelssohn (n = 5), and 
Violin Concerto No. 2 in D minor, opus 22 by Henryk Wieniawski (n = 4). Oscar and Natasha 
discussed what they would like PVMs to demonstrate in their concerto performances: 
A Romantic concerto — not like the big ones Tchaikovsky or Brahms, but maybe a 
Bruch concerto or even Mendelssohn. Or something that shows that they have achieved 
control over all these things like the left hand, shifting, all the resources. Double-stops, 
and stuff. All the major bow strokes and they have good coordination, they can play 
arpeggios. (Oscar) 
So, I would expect [PVMs] to be able to play the first movement of the Wieniawski 
Concerto — to have the technique sufficient to be playing that movement, even though, 
yes, it may be not in a virtuoso tempo. The same would go, for instance, for Saint-Saëns 
No. 3, the first movement. If they play the third movement, oh, even nicer. But still, 
again, there are different techniques here and there. Many play Bruch first movement … 
Mendelssohn, of course, is great if they can do it well. (Natasha) 
The interview participants were adamant that PVMs should not attempt the standard 
Romantic repertoire when it was perceived that their technical development was lacking. Instead, 
PVMs should work on pieces aligned with their technical development, even if it means not 
preparing audition requirements as listed on institutions’ websites. The interview participants 
describe why PVMs should perform repertoire aligned with their technical development: 
I would definitely prefer to see someone well, solidly set up and well taught up to a less 
advanced repertoire level than someone who has been stretched to play something that’s 
just messing up still further a shaky foundation … I certainly believe strongly that I 
would rather see really solid fundamentals than someone flailing through a piece that’s 
way too hard for them. (Caroline) 
I would rather they play an easier piece beautifully. With time to make some music 
happen rather than just this crashing around on a piece that’s so over their head. And then 




feeling so inadequate, they can hear it doesn’t sound right. So, pick an easier piece, play 
it better. (Susan) 
In order to prepare for auditions, don’t try to pick the piece that’s the most difficult just 
because you feel like that’s going to show the jury, “How amazing I am.” Try to pick the 
right repertoire that really represents your strengths. Any jury would rather listen to a 
beautifully played simple piece than a hack through a difficult piece. That would impress 
me way more. So that’s a really important one to remember. Really, think very hard 
about the repertoire that you choose because that’s your impression. (Jasmine) 
Examples of acceptable repertoire for PVMs who do not have the technical abilities to 
perform the standard repertoire preferred by violin professors included the Violin Concerto in A 
minor, BWV 1041 and the Violin Concerto in E major, BWV 1042 by Johann Sebastian Bach (n 
= 5) and the Violin Concerto in G major, Hob. VIIa/4 by Joseph Haydn (n = 5). 
I wish that the requirements said, “Come and play the very best piece that you’re 
prepared to play, that’s at the level that you feel comfortable, and you can go from the 
very beginning to the very end and feel really good about it”. . . I would far prefer to hear 
a student play Kabalevsky Concerto or Scène de ballet or Haydn G major or Bach A 
minor, E Major, really well, than to play — try to play — first movement of Tchaikovsky 
and it’s really stinky. (Tina) 
The audition requirements for the undergraduates are the pieces that I’ve told you [Lalo, 
Bruch, Saint-Saëns]. Usually we don’t suggest those, but that’s what we’re looking for. 
Not that if somebody comes in and plays something, like I said, like Bach A minor or 
Bach Concerto in E major and they play it well or play Mozart G major and they play that 
well, that’s not a problem. (Fred) 
Seventy percent (n = 30) of the interview participants indicated it is specifically the 
private teacher’s responsibility, not the PVMs’, to select appropriate repertoire. This is because 
the interview participants believed that PVMs do not have enough knowledge to gauge the 
difficulties of the violin repertoire; therefore, private teachers must be more mindful of the 
repertoire and assign suitable pieces to PVMs that will encourage their artistic and technical 
development in a scaffolded manner. 
Try to tell a 17-year old that is playing the Bach Chaconne for some crazy reason at their 
audition that they shouldn’t be playing this piece. It should be a teacher’s job to pick 
music and say no. (Henry) 




My one wish is that teachers would avoid giving students repertoire to play that’s too 
hard for them. There’s plenty of music. There’s plenty of repertoire. You can go on 
IMSLP [International Music Score Library Project] and find 10,000 worthwhile violin 
pieces that an intermediate player can play beautifully. How many students come, and 
they’re playing the Mendelssohn concerto, and they just can’t. They can muscle their way 
through the notes, but they’re just not ready to do that. They’re not intellectually ready, 
and they’re not physically ready. I wish they wouldn’t put that on their students. There 
are so many pieces of music to play. (Theodore) 
For the audition, I would always say, try to pick music that they really play their best. 
Don’t overreach. If this audition doesn’t call for a Paganini Caprice and they really can’t 
play it, don’t have them do it. Really. Don’t. (Patrick) 
Survey Data for Repertoire Selection  
The survey participants also prefer PVMs to have repertoire choices that are balanced 
with their technical development. Ninety-eight percent (n = 97) of the survey participants (n = 
99) responded that technical skills and development should either align with (n = 86) or exceed 
(n = 11) the level of the repertoire that PVMs work on, and 2% (n = 2) stated that they should be 
below the level of repertoire that PVMs work on (Figure 4.6). 
Figure 4.6  
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The survey participants were asked if they expect PVMs to be assigned technical work, 
such as scales, exercises, and/or études that align with the assigned repertoire (Figure 4.7). 
Ninety-eight percent (n = 97) of the survey participants (n = 99) strongly agreed (n = 75) or 
somewhat agreed (n = 22) that they expect PVMs to be assigned technical work that aligns with 
the assigned repertoire. The remaining two percent (n = 2) somewhat disagreed that PVMs 
should be assigned technical work that aligns with the assigned repertoire. 
Figure 4.7  
PVMs Should Work on Technique That Aligns With Repertoire  
 
Similar to the interview participants, the survey participants prefer to hear PVMs perform 
less advanced repertoire at auditions if their technical development is not perceived to be 
sufficiently advanced to perform standard repertoire. Ninety-eight percent (n = 97) of the survey 
participants (n = 99) are more likely to admit PVMs who audition with basic repertoire that they 
perform well, and 2% (n = 2) are more likely to admit PVMs who audition with advanced 
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Figure 4.8  
Who Are Violin Professors More Likely to Admit? 
 
When the survey participants were asked why they preferred PVMs who audition with 
basic repertoire that they perform well, there were 84 responses (n = 84; Table 4.10) 
Table 4.10  
Why PVMs Should Prepare Easier Repertoire 
Reason Frequency 
To demonstrate PVMs’ ability n = 26 
Shows that PVMs hold themselves to high standards n = 19 
Demonstrates PVMs solid technical foundation n = 17 
Easier to teach n = 15 
Less remedial work for PVMs n = 13 
Shows PVMs’ potential clearly n = 11 
PVMs can show musical/expressive ability n = 7 
No one wants to hear poor performance n = 7 
Positive impact on PVMs’ morale n = 2 
  
Thirty-one percent (n = 26) of the survey participants stated that PVMs can demonstrate 
their abilities:  
It is sometimes not easy to see a student’s abilities well if their piece is too hard for them. 
They may not be able to demonstrate their strengths, but instead are only displaying their 
weaknesses. (Response 79, S10a) 
Twenty-three percent (n = 19) of the survey participants stated that performing well shows that 
PVMs have high standards for themselves: “basic repertoire played well gives a better picture of 
97
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the student’s technical and musical level. It also shows that he or she has standards when 
presenting things in public” (Response 19, S10a). Twenty percent (n = 17) of the survey 
participants stated that it is more important for PVMs to have a solid foundation than to perform 
difficult repertoire: 
It’s better for a student to start with the understanding that they need to build repertoire 
slowly and that the left and right hands must build technique carefully and easily over 
time. If a student enters playing repertoire over their head they will either be disappointed 
and feel as if they are starting over or they will subconsciously or consciously not be 
motivated playing pieces they may perceive to be “below” them. (Response 75, S10a) 
Eighteen percent (n = 15) of the survey participants stated that PVMs who perform basic 
repertoire well are easier to teach: “That demonstrates excellent basic skills … so the university 
teacher doesn’t have to spend months on correcting position and posture problems” (Response 
77, S10A). Sixteen percent (n = 13) of the survey participants stated that there is less remedial 
work for the PVM to do, resulting in greater motivation and confidence:  
I’d rather have students with well-formed foundations than those who need remedial 
work. It’s easier to push a student who is ready, instead of addressing deficiencies, which 
leads to problems in confidence. (Response 22, S10a) 
Thirteen percent (n = 11) of the survey participants stated that performing well shows PVMs’ 
potential more clearly: “It can be difficult to judge true potential if the student is struggling with 
notes, shifting, and bowing technique” (Response 70, S10A).  
These survey responses represented less than 10% of the total responses to why PVMs 
who perform basic repertoire well are preferred: 8% of (n = 7) stated that PVMs can be more 
musical; 8% (n = 7) stated that both appropriate and inappropriate repertoire selection is a 
reflection of PVMs’ private teachers, not the PVMs themselves; 6% (n = 5) stated that no one 
wants to hear a poor performance; and 2% (n = 2) stated the positive impact on student morale 
when they perform well.  




Two survey participants (n = 2) pointed out that while they prefer PVMs who audition 
with basic repertoire that they perform well, the repertoire should not be too easy. Two survey 
participants stated that their response to the question depended on individual PVMs (n = 2), two 
participants liked both choices (n = 2), three participants did not like either choice (n = 3), and 
four responses were irrelevant (n = 4).  
One survey-taker concluded, 
The only possible assessment of an unknown student who plays poorly at an audition is 
that they do not know how to think, practice, achieve, and have no comprehension of 
beautiful playing. (Response 21, S10a) 
Documentary Data for Repertoire Selection  
Of the 42 audition websites of the interview participants’ institutions that were available, 
98% (n = 41) of institutions require PVMs to prepare two to three works; the remaining 
institution (n = 1) requires PVMs to prepare one work. 
Thirty-eight percent (n = 16) of institutions require at least one movement of a “standard” 
or “major” violin concerto (Table 4.11). Twenty-six percent (n = 11) of institutions have no 
concerto requirement. Fourteen percent (n = 6) of institutions’ audition websites require a 
concerto or equivalent but do not specify the type or historical era. Seven percent (n = 3) of 
institutions’ audition websites suggest specific concertos ranging from early intermediate level 
repertoire to standard repertoire. Five percent (n = 2) of institutions’ audition websites require a 
movement of a 19th- or 20th-century concerto.   




Table 4.11  
Repertoire Specifics Listed on Audition Websites 
Type of Repertoire Percentage and number 
Concerto  
Required 90% (n = 38) 
Not required 10% (n = 4) 
Solo Bach  
Required 43%, (n = 18) 
Suggested 19% (n = 8) 
Not required 38% (n = 16) 
  
Forty-three percent (n = 18) of institutions require either one movement (n = 13) or two 
movements (n = 5) of unaccompanied Bach. Another 19% (n = 8) of institutions suggest one 
movement of unaccompanied Bach. One (n = 1) institution’s audition website requires one 
movement of a Baroque Sonata or Partita.  
Twenty-nine percent (n = 12) of institutions’ audition websites do not require specific 
works, listing only one or two “contrasting solos.” For clarification, five of the websites that do 
not specify repertoire include statements such as “literature should be chosen that allows the 
student to demonstrate his/her present level of performance” and “demonstrate current level of 
technical proficiency, as well as sound production and musical phrasing (ie. slow and fast and if 
possible, from different periods of music.).” Ten percent (n = 4) of institutions suggest audition 
repertoire possibilities but do not require specific pieces. 
Triangulation of Data for Repertoire Selection 
Of the 16 interview participants whose institutions’ audition websites require one 
movement of a standard or major violin concerto, 50% (n = 8) stated that they would be willing 
to accept a PVM who performed less difficult repertoire. Twenty-five percent (n = 4) do not 
accept PVMs who perform less difficult repertoire. Twenty-five percent (n = 4) did not mention 
whether they were willing to be flexible on the requirement.  




Hector stated that he would not accept a PVM who performed less difficult repertoire 
auditioning for performance but would be flexible with other types of degrees:  
I do not accept them as performance majors. Because that is very unethical, it’s like 
leading them on. So, I’ll accept them as music management because I know their future 
won’t rely on how they play the violin. 
Patrick stated that he would be flexible with the repertoire for performance majors depending on 
the PVM’s career goal:  
I have one kid who’s in a performance degree, and he’s definitely good enough to be in a 
performance degree, but I don’t really see him, he’s certainly not going to win an 
orchestra job, probably anywhere. And I said, “Well, what are your goals? What do you 
want to do?” And he said, “Well, I’d really like to do music management.” So, I was like, 
“All right, that seems like a feasible thing” … But if he had said, “I want a job in the 
Philadelphia Orchestra,” I’m not sure I would have accepted him then [laughs] because 
that was not realistic.  
While 98% (n = 97) of the survey participants stated that they would accept a PVM who 
performed less advanced repertoire but performed it well, only 26% (n = 11) of the audition 
websites reviewed (n = 42) do not specify what type of repertoire PVMs should prepare. In 
general, unless PVMs communicate with violin professors directly, they would be unaware that 
participants would prefer them to prepare repertoire that is in alignment with their technical 
development even if it means that they do not perform the pieces required or suggested on 
audition websites. 
Finding 1c: Open-minded PVMs with a Strong Work Ethic Are Preferred 
 Both the interview and survey participants were asked for non-violin-related expectations 
to answer, “How do violin professors describe their expectations of PVMs?” No analysis of 
documentary materials is included here because the interview participants’ institutions’ audition 
websites list only violin-related information. In both the interview and survey data, the most 
frequent attributes for PVMs that occurred were open-mindedness and teachability and PVMs 
who demonstrate a desire to improve through hard work.  




Interview Data for Open-Minded PVMs With a Strong Work Ethic 
Seventy-eight percent (n = 33) of the interview participants prefer to work with PVMs 
who demonstrate a desire to improve through hard work. Sixty-three percent (n = 30) of the 
interview participants prefer to work with PVMs who are open-minded and teachable. Of the 33 
participants who prefer to work with PVMs who demonstrate a desire to improve through hard 
work, 67% (n = 22) also prefer to work with PVMs who are open-minded and teachable; of the 
participants (n = 30) who prefer to work with PVMs who are open-minded and teachable, 81% 
(n = 22) also prefer to work with PVMs who demonstrate a desire to improve through hard work. 
Participants explain why they would prefer to work with a less advanced student who 
demonstrates these attributes than a more advanced student who does not: 
And my own experience has been that I’ve had students who have come in at lower 
levels, and been more disciplined and rigorous, and have gone further. And I’ve had quite 
a few dropouts of students who play extremely intuitively, very talented, don’t really 
know what they’re doing. (Lena) 
And then when you talk to them [PVMs], a sort of spaciousness mentally that you know 
that they’re going to run with what you give them. That they’re ready. They’re in a space 
where they can work. So, over the last 10 years, I would say that’s become more 
important than the level of their playing. (Madeleine) 
Some of the interview participants detailed encounters with students who were difficult to 
work with, often because the students were perceived to think that they did not need to improve 
or showed resistance to teaching. In some cases, the interview participants did not accept 
students with these attitudes into their program because of prior negative experiences working 
with similar students. Mei-Lin gives an example: 
I gave him a trial lesson, like, “Okay, I would be really happy to work with you. These 
are some of the things that are going to really help you to get more comfortable in your 
playing and in your setup. Is this something you’re interested in?” “I don’t know,” he 
says, “I don’t know.” So that’s sign that he — The worst is when you’ve got somebody 
coming in that plays Meditation from Thaïs and think [they] hung the moon. Sometimes 
you can tell within 10 to 20 minutes of meeting them. You don’t even need a trial lesson, 




but you can seal the deal with the trial lesson to just confirm your idea that, no. No, 
they’re not interested in learning. 
Other attributes that the interview participants prefer PVMs to have included: having 
goals (n = 22), determination and self-discipline (n = 21), a passion for music (n = 20), talent or 
potential (n = 20), intelligence shown through a record of prior academic achievement (n = 17), 
collegiality and humbleness (n = 14), maturity and responsibility (n = 12), dedication (n = 12), 
curiosity (n = 10), resilience (n = 10), intrinsic motivation (n = 9), and a positive attitude (n = 
9). 
Survey Data for Open-Minded PVMs With a Strong Work Ethic 
Finding 1c was an emergent finding from the interview data that was somewhat 
supported by the survey data. The survey data for Finding 1c are drawn from relevant responses 
to questions S4a and S11. Seventy-one survey participants (n = 71) responded to the optional 
open-ended question S11, “What other expectations might you have of PVMs that have not been 
asked in this survey?” Thirty-seven percent (n = 19) of the survey responses were related to 
violinistic or musical expectations and the remaining 63% (n = 52) of the survey responses 
described preferable personal attributes that PVMs should have. 
Of the 52 survey responses that detailed personal attributes PVMs should have, the two 
most common survey responses were PVMs who are open-minded and teachable (37%, n = 19) 
and PVMs who demonstrate a desire to improve through hard work (33%, n = 17). Of the 
participants (n = 19) who prefer to work with PVMs who are open-minded and teachable, 37% 
(n = 7) also prefer to work with PVMs who demonstrate a desire to improve through hard work. 
Of the participants (n = 17) who prefer to work with PVMs who demonstrate a desire to improve 
through hard work, 41% (n = 7) also prefer to work with PVMs who are open-minded and 
teachable. 




Examples of comments included: “Their ability to work effectively in lesson settings. Are 
they respectful, open to suggestions, and willing to address issues in their playing?” (Response 4, 
S11), “I am interested in a student’s openness to learning and receiving critique, along with their 
eagerness to improve” (Response 6, S11), and “The desire to learn. The motivation to learn and 
work hard. Dedication to improving their craft” (Response 61, S11). 
Other attributes that the survey participants prefer PVMs to have included: maturity and 
responsibility (23%, n = 12), collegiality and humbleness (17%, n = 9), curiosity (15%, n = 8), 
intelligence shown through a record of prior academic achievement (13%, n = 7), determination 
and self-discipline (12%, n = 6), having goals (12%, n = 6), passion for music (12%, n = 6), 
intrinsic motivation (10%, n = 5), critical thinking skills and self-awareness (6%, n = 3), 
resilience (6%, n = 3), and talent or potential (6%, n = 3). 
Some open-ended responses to an earlier question anticipated question S11. Question S4 
asked participants to rate the importance of various musicianship skills, followed by the optional 
question S4a, “Is there anything else you would add to the above list?” Thirty-five (n = 35) 
participants responded to this question and 40% (n = 14) introduced non-musical expectations. 
As in the responses to question S11, the two most common responses were PVMs who are open-
minded and teachable (50%, n = 7) and PVMs who demonstrate a desire to improve through 
hard work (29%, n = 4). Of the participants (n = 7) who prefer to work with PVMs who are 
open-minded and teachable, 29% (n = 2) also prefer to work with PVMs who demonstrate a 
desire to improve through hard work. Of the participants (n = 4) who prefer to work with PVMs 
who demonstrate a desire to improve through hard work, 50% (n = 2) also prefer to work with 
PVMs who are open-minded and teachable. Comments included: “essentially, are they 




‘teachable’?” (Response 2, S4a), and “open mind; good attitude; willingness to fail and face 
one’s shortcomings; tenacity; ability to sustain focused practice” (Response 23, S4a).  
In response to question S4a, other attributes that the survey participants prefer PVMs to 
have included: collegiality and humbleness (21%, n = 3), critical thinking skills and self-
awareness (21%, n = 3), curiosity (21%, n = 3), maturity and responsibility (21%, n = 3), 
creativity (14%, n = 2), a positive attitude (14%, n = 2), and resilience (14%, n = 2).  
Triangulation of Data for Open-Minded PVMs With a Strong Work Ethic 
In both the interview and survey data, the two most frequent personal attributes that 
participants prefer PVMs to have are open-mindedness, teachability, and a desire to improve 
through hard work. Although these were the most frequent responses, they were significantly 
less common in the survey data than in the interview data. 
Detailed Main Findings for Research Question 2 
The second research question was: to what extent do violin professors perceive that 
potential violin majors (PVMs) are meeting these expectations? The intent of this question was 
to determine whether there is a disconnect between what violin professors expect and for what 
PVMs are being prepared. There were four main findings relating to this research question found 
in both the survey and the interview data and five unexpected and unusual findings that emerged 
from the interview data. 
Finding 2a: Participants Accept PVMs Who Do Not Meet Expectations 
Both the interview participants (56%, n = 63) and survey participants (98%, n = 42) 
perceived that a large population of PVMs did not meet their violinistic expectations. At the 
same time, the participants accepted PVMs who did not meet their expectations. For this finding, 




the survey data are presented first, followed by the interview data. No analysis of documentary 
materials is included. 
Survey Data for Accepting PVMs Who Do Not Meet Expectations  
In the survey (n = 115), most participants were disappointed in their first year of teaching 
at the university level (Figure 4.9). Seventy percent (n = 80) of PVMs performed at a level 
somewhat below (n = 51) or far below their expectations (n = 29), 24% (n = 28) of PVMs met 
their expectations, 6% (n = 7) of PVMs somewhat exceeded their expectations, and 0% (n = 0) 
of PVMs far exceeded their expectations.  
Most survey participants stated that since their first year teaching at the university level, 
59% (n = 67) of PVMs performed at a much higher (n = 24) or somewhat higher level (n = 43; 
Figure 4.9). Twenty-eight percent (n = 32) of PVMs performed at the same level. Fourteen 
percent (n = 15) performed at a somewhat lower (n = 11) or much lower level (n = 4). Figure 
4.9 shows a comparison of the survey participants’ perceptions in their first year of teaching at 
the university level of PVMs’ performing level and how it has changed since then. 




Figure 4.9  
Perceptions of Change Over Time in PVMs’ Performing Level  
 
In the survey, 56% (n = 63) of the respondents (n = 113) stated that they accepted PVMs 
who they believed were not ready for university-level study. Twenty-five percent (n = 28) stated 
that it was to meet administrative enrollment goals, 19% (n = 21) for another reason, and 12% (n 
= 14) to maintain full teaching loads (Figure 4.10).  
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Of the 21 (n = 21) survey participants who selected “other,” 19 (n = 19) provided reasons 
(Table 4.12). 
Table 4.12  
Other Reasons Unready PVMs Are Accepted 
Reason Frequency 
Admission to a different degree concentration n = 6 
Potential to develop n = 6 
Deny major in performance but accept for music education n = 2 
Demonstration of willingness to work (in trial lesson) n = 2 
PVM did not have private lessons prior to audition n = 2 
To meet departmental needs such as orchestra n = 1 
  
Some of the open-ended survey responses for “another reason” included: acceptance into a 
different program than the one auditioned for (n = 6), the potential for PVMs to develop (n = 6), 
acceptance into music education when expectations were not met (n = 2), PVMs demonstrated a 
willingness to work hard (n = 2), PVMs did not have private lessons before the audition (n = 2), 
and to meet departmental needs such as orchestra (n = 1). Two of the responses did not provide a 
reason why survey participants accepted PVMs who did not meet their expectations. 
Interview Data for Accepting PVMs Who Do Not Meet Expectations  
Except for Fred, every other (n = 42) interview participant stated that they accepted 
PVMs who did not meet their violinistic expectations. Some (n = 8) interview participants 
actively work to close the gap between their ideal violinistic expectations and the level of PVMs 
they accept. Samuel said, “I just finished my 17th year — so it really has changed incrementally, 
I would say. Now, I expect much more, but when I first started — oh, boy — it was really rough 
going.” Later in the interview, he added, “I set that bar, but before it wasn’t like that.” 
As long as they are at the level of Suzuki book eight, so the Bach A minor even, we’ve 
let in. I would say that would be the low end for me now. It used to be the high end, but 
now it’s low, so that’s good, and there’s improvement. (Mei-Lin) 




It’s changed over the years; we just rejected enough players eventually. When I first got 
there, it was the great majority didn’t meet any expectations … That’s no longer 
happening, or very, very rarely, because once you reject enough players like that, 
teachers do get a certain message at those schools. (Lena) 
Many (n = 20) interview participants have simply lowered their ideal violinistic 
expectations to meet the level of PVMs.  
When I first started teaching here, my expectation was to be like in New York [laughs] 
… And so right now my expectations are all over the place. But the first year I moved 
here, they were definitely way lower than my expectations. And now I think, “Wow, this 
student has incredible potential.” (Jasmine) 
Yeah, if I could ask, I’d ask for a whole lot. I’d ask for the first moment of a major 
Romantic concerto and a first movement of Mozart concerto and a Paganini Caprice, and 
then I’d have nobody auditioning. (Virginia) 
The main reason participants suggested they had not been able to uphold their 
expectations when accepting PVMs was the pressure to maintain full teaching loads. According 
to the National Association of Schools of Music Handbook (NASM, 2020), a full applied studio 
professor should teach “approximately 18 clock hours per week” (p. 67). 
There’s a lot of pressure for tenure track faculty to recruit. Put the people in the seats 
rather than quality over quantity, and there’s just a lot of pressure for that in order for us 
to justify our jobs with the administrative level … We end up having to have students 
who are just a little bit not ready because we need the numbers. (Rebecca) 
You can’t learn how to play the violin when you’re 18 … I find myself in a morally 
ethically challenging dilemma where you know that it’s too late for many of these kids. 
But at the same time, the dean is breathing down my neck about my studio being 
underloaded. So, then you end up accepting students that are probably not going to make 
it, not because they don’t work hard or they don’t take it seriously, but you cannot replace 
the early training. (Hector) 
Ideal expectations? I would say maybe about half [of PVMs meet them], and like many 
music schools, we’re in a position where just to meet numbers, we tend to lower the line 
a little bit below where it would be ideally. Which is sort of a tough thing to talk about 
and perhaps why I didn’t want this out circulating. (Grant) 




Triangulation of Data for Accepting PVMs Who Do Not Meet Expectations  
Both the survey (58%) and interview participants (98%) acknowledged that they accepted 
PVMs who did not meet their violinistic expectations of demonstrating a solid technical 
foundation and performing audition repertoire with technical mastery. The main reason that the 
participants accepted PVMs who did not meet their violinistic expectations is because of 
administrative pressure to recruit and maintain full studios.  
Finding 2b: Lack of Solid Technical Foundation 
Violin professors perceived that less than 50% of PVMs demonstrate a solid technical 
foundation, in response to, “To what extent do violin professors perceive that PVMs are meeting 
these expectations?” The interview data are presented first, followed by the survey data. No 
analysis of documentary materials is included.  
Interview Data for Lack of Solid Technical Foundation  
In the interview data, there was a wide range of responses regarding how interview 
participants perceived PVMs’ technical foundations. Some interview participants provided 
numbers or percentages, and others gave more expansive or somewhat evasive answers. 
 Several of the interview participants (14%, n = 6) stated that PVMs did not meet their 
technical expectations at all. Some interview participants’ terse responses to how PVMs met 
their technical expectations included: “In the narrow sense of your question, the answer would be 
very badly” (Matias), “Wow. And I don’t know how to really give a number on that because, in 
reality, nobody meets my expectations” (Bonnie), “Yeah, that never happens [laughs]” 
(Caroline), “I’m amazed often how badly prepared they are, and my former school was even 
worse” (Patrick). Immediately after describing her technical expectations, Barbara said, “Do I 
get any students who look like that? No, not really.” 




Twenty-six percent (n = 11) of the interview participants stated that between 1% to 25% 
of PVMs met their technical expectations: 
I’m seeing it every once in a while, I would say every other year we have a student that 
comes to audition, not necessarily attend, but auditions who has that golden — just a 
golden touch, where they’re just able to get around the instrument, they’re playing 
Mendelssohn from memory. They have beautiful technique. (Rebecca) 
Oh, I would say maybe about 10, 15%. So out of about a day’s worth of auditioning we 
maybe get three, three, maybe two or three that are really set up well. (Margaret) 
Nineteen percent (n = 8) of the interview participants stated that 26% to 50% of PVMs met their 
technical expectations: 
Students coming in with a real understanding of all of that, maybe 30% of the time. 
Really knowing scales and having an understanding of sound, have listened to repertoire 
and understanding the importance of contact point, and these basic things, maybe 30, 
35%. (Robert) 
This past audition … I’d say two violins and two violists met my expectations. So that’s 
like a quarter. Yeah, it’s like a quarter or a third, maybe, right? If it’s four students out of 
12 met my expectations, but the other ones didn’t, weren’t that good. (Michelle) 
Nine percent of the interview participants (n = 4) stated 50% or more of PVMs met their 
technical expectations: 
A student could meet my ideal if they’re playing the Haydn G major concerto really well, 
playing it from memory and having a really nice thoughtful Bach that’s musically played. 
I’d say about half the students are at that place. (Vanessa) 
Every year, I am both pleasantly surprised and blown away that people think that that’s 
the right level. There’s always a good number of kids that are really excellent and well 
prepared and on their way to something good. And there’s always a contingent of 
applicants who, they say, “Oh, I like the violin, I want to be a major.” And I say, “Well, I 
like basketball, but they’re not knocking down my door at the NBA.” So, I would say, 
just gut reaction would be about 50-50. (Grant) 
The interview participants rarely stated that more than 50% of PVMs met or exceeded 
their technical expectations. In those cases, they noted that they had personally cultivated and 
recruited PVMs for their program or that these PVMs did not attend their institutions, choosing 
instead to attend elite university music programs and conservatories: 




You know that we do the recruiting, right? Our business is such that we go and handpick 
the students … we follow those students over their last three years of their high school 
years, the ones that we want to recruit for our institution. (Tamar) 
We actually accept a pretty big percentage of the students who audition. And that we 
know almost every student — they’ve already come in, had sample lessons with us, and 
gotten to know us. We’re not a famous school, so they found us personally, or they have 
some reason to know about the things that we do … so we’ve sort of already picked each 
other out before the audition process. (Theodore) 
Now almost every year, we have these top recruits or prospective students that we really 
like, and we want. But at the same time, we’re competing with Eastman, Cleveland 
Institute, some of these top schools that clearly they hope to attend because that’s why 
they’re auditioning [at] those places. (Samuel) 
The remaining 33% (n = 14) of the interview participants provided more open-ended responses: 
We have several people at the music education level, which, as I said, has a range to it. 
And then we’ll get some people that I would put at a Bachelor of Arts type of person. So, 
they can play as well as anybody else, but they are strong academically. They have other 
interests outside sort of the conservatory type focus. (Felicity) 
The ones that would meet those expectations or exceed them go out of state, and I think 
they should. Or they go to either [state flagship university], but mostly they go out of 
state. (Ivy) 
Sixteen percent (n = 7) of the interview participants stated that students who did meet 
their expectations came from other countries, including Belarus, Brazil, Canada, China, 
Colombia, Ecuador, Greece, Korea, Mexico, Poland, Taiwan, Thailand, and Venezuela. To these 
interview participants, private teachers and other pre-college instructors (OPCIs) in these 
countries clearly understand technical expectations of PVMs. Matias said, “Well, at the freshman 
level, I would say I had two that fully met the expectation. I was perfectly happy, but we need to 
point out that these were international students.” Similarly, Felicity said, “The ones that have 
exceeded my expectations, frankly, have been international students.” 
Survey Data for Lack of Solid Technical Foundation  
The survey data corroborate the interview data; Figure 4.11 shows a breakdown of how 
survey participants perceive PVMs’ left- and right-hand technical development. 




Figure 4.11  
Do PVMs Meet Left- and Right-Hand Technical Expectations? 
 
The survey participants (n = 102) stated that on average, 50% of PVMs were perceived to 
meet (32%, SD = 17.31) or exceed (18%, SD = 16.70) their left-hand technical expectations, and 
on average, 49% (SD = 25.71) of PVMs were perceived to fall short of their left-hand technical 
expectations. On average, 70% (SD = 24.20) of PVMs were perceived to need to adjust their bow 
hold, and on average, 26% (SD = 21.70) of PVMs were perceived not to need to adjust their bow 
hold to execute right-hand technique.  
Triangulation of Data for Lack of Solid Technical Foundation 
Both the interview and survey participants stated that less than 50% of PVMs who 
auditioned demonstrated a solid technical foundation. The interview participants added that the 
PVMs who met or exceeded their technical expectations were often students they had directly 
recruited or students who received their pre-college training outside of the United States. Some 
interview participants also acknowledged that PVMs who met or exceeded their expectations 
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Finding 2c: Repertoire Beyond Technical Ability 
Interview and survey participants stated that more than 50% of PVMs performed pieces 
beyond their technical ability at entrance auditions, in response to, “To what extent do violin 
professors perceive that PVMs are meeting these expectations?” The interview participants 
stated that it is the private teacher’s responsibility to assign repertoire that PVMs can technically 
navigate successfully. The interview data are presented first, followed by the survey data. No 
analysis of documentary materials is included. 
Interview Data for Repertoire Beyond Technical Ability  
Sixty-five percent (n = 28) of the interview participants stated that PVMs were observed 
performing, practicing, and auditioning with repertoire that is too difficult and beyond the 
PVM’s ZPD: 
I get this all the time, and Sibelius is a particular pet peeve of mine because you hear so 
many people play the first page and a half of that who really couldn’t play the rest of it to 
save the lives of their family. (William) 
I particularly remember a girl that thought she had to play something like the Lalo. She 
came in and played the Lalo, and it was almost unrecognizable … this was just the wrong 
piece for her. (Margaret) 
Repertoire-wise, that’s a difficult barometer, because sometimes students will come in 
playing Saint-Saens 3rd Concerto, and they shouldn’t be playing it … The repertoire, to 
me, is not necessarily indicative of where they are. (Bonnie) 
Most interview participants assumed that PVMs work with private teachers and therefore, 
private teachers are to blame when PVMs work on repertoire that is too difficult. Fifty-one 
percent (n = 22) of the interview participants perceived that private teachers neglect to work on 
technical fundamentals in lessons at the expense of working on repertoire: 
Teachers aren’t doing anything except teaching them the piece … they don’t do scales or 
études or anything like that. (Ivy) 
The technical side is very much being ignored … most teachers say, “Okay, play this 
music,” and then if they get the musical lessons from it, they move on. But the technical 




side is overlooked quite often … So, I would say, on the technical side, to start it early. 
Earlier the better and to do it at a stage where the students are still like sponges. (Chris) 
Of the 28 interview participants who brought up PVMs who performed repertoire that is 
too difficult, 68% (n = 19) directed their comments at private teachers: 
I’m constantly hearing students play repertoire that they’re not prepared for because they 
or some teacher has thought, “Oh, well, you need to impress people by playing advanced 
repertoire” … So that would be the main misconception that if I could have any influence 
in changing people’s attitudes, that would be my number one target. (William) 
What I would say the biggest thing that I see, in general, is that teachers will go, “Oh, you 
have an audition? Well, here’s this piece, or these pieces.” And they’ll be four or five 
steps up beyond where they are. But it’s like, “Oh, well, this is an appropriate audition 
piece, so you learn this.” (Ivy) 
And as far as repertoire, I find that a lot of the teachers are just not familiar enough with 
an age-appropriate repertoire, especially for a college audition. And they tend to give 
them something that’s too hard for them or that they haven’t been prepared to play. 
(Eleanor) 
Chris expressed his bewilderment at private teachers who assign repertoire that is too difficult to 
PVMs: 
How they could be better prepared is having repertoire that is assigned to them with a 
little bit of a logical reasoning behind it. I had some students who came in to audition this 
year. And I was — not shocked — but I was surprised as to why they [private teachers] 
chose that piece. It was as if they chose the pieces that made all their weaknesses more 
apparent. And I just, I don’t know why you would do that. I don’t understand the 
reasoning behind that. (Chris) 
Survey Data for Repertoire Beyond Technical Ability  
The survey participants indicated that more than half of PVMs who auditioned did not 
demonstrate technical skills that support the technical demands of repertoire (Figure 4.12). One 
hundred participants (n = 100) stated that on average, they perceived that 57% (SD = 20.29) of 
PVMs did not demonstrate technical skills that support the demands of the repertoire, and 42% 
(SD = 19.90) of PVMs demonstrated technical skills that support the demands of the repertoire.  




Figure 4.12  
Do Technical Skills Support the Demands of the Repertoire? 
 
One hundred five survey participants (n = 105) stated that on average, only 34% (SD = 
22.49) of PVMs performed repertoire and études that were too difficult thus showing their gaps 
in ability rather than showcasing their skills (Figure 4.13). This contradicts the fact that the 
survey participants perceived that 57% (SD = 20.29) of PVMs did not demonstrate technical 
skills that support the demands of the repertoire (Figure 4.12); it was expected that these two 
percentages would be in alignment. Violin professors estimated that, on average, 16% (SD = 
16.20) of PVMs performed repertoire and études that were too easy, which did not allow PVMs 
to demonstrate their full range of ability (Figure 4.13). Forty-eight percent (SD = 21.98) of 
PVMs performed appropriate repertoire and études that enabled them to demonstrate a wide 
range of their ability. One percent (SD = 5.77) fell into the category for “other” with four follow 
up responses from participants: “sometimes to challenge students to see how far they could 
stretch” (Response 1, S4c), “our school includes violin majors other than Classical Performance, 
thus a grey area for this response” (Response 2, S4c), “music is appropriate for student but not 
for college level study” (Response 3, S4c) and “deficits such as not having studied Bach” 
(Response 4, S4c). 
42%
57%
PVMs demonstrate technical skills that support the demands of the repertoire
PVMs do not demonstrate technical skills that support the demands of the repertoire.




Figure 4.13  
Repertoire and Études Are Too Easy, Appropriate, or Too Difficult 
 
Triangulation of Data for Repertoire Beyond Technical Ability  
Both the interview (65%, n = 28) and survey participants have heard many PVMs 
perform repertoire beyond their technical ability. Strangely, while the survey participants stated 
that, on average, 34% (SD = 22.49) of PVMs performed repertoire that was too difficult, they 
also stated that, on average, 57% (SD = 20.29) of PVMs did not demonstrate technical skills that 
support the demands of the repertoire.  
 Sixty-eight percent (n = 19) of the interview participants stated that private teachers, not 
PVMs, are responsible when PVMs perform repertoire that is too difficult. As described in 
Finding 1b, six survey participants (n = 6) stated that repertoire selection is the PVMs’ private 
teachers’ responsibility, not the PVMs’ responsibility. 
Finding 2d: PVMs Exhibit Preferable Personal Attributes 
Since more than half of PVMs were perceived to fall short of the participants’ violinistic 
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attributes described in Finding 1c. The interview data are presented first, then triangulated with 
the survey data presented in Finding 1c and Finding 2a. No analysis of documentary materials is 
included. 
Interview Data for PVMs Exhibit Preferable Personal Attributes 
All the interview participants (100%, n = 43) have encountered and accepted more PVMs 
who demonstrate open-mindedness, teachability, and a desire to improve through hard work than 
have met their violinistic expectations. The interview participants who discussed working with 
PVMs who demonstrated open-mindedness, teachability, and a desire to improve through hard 
work implied that most, if not all, of the students they accepted demonstrated these attributes. 
Overall, the interview participants encountered PVMs with open-mindedness, teachability, and a 
desire to improve through hard work more often than they encountered PVMs who met their 
violinistic expectations: 
And a lot of times, when I’m working with a student one-on-one, I’m pleasantly surprised 
that if I ask them to fix something and it’s just like that [snaps fingers]. Oh, I would love 
them as a student, even if their level is a little bit lower. (Bonnie) 
So, in our situation, we have a number of students that come in to try to audition that are 
coming in from only school settings where they don’t have any private teachers … And 
then they still have these aspirations and want to become something in music. So those 
are trickier situations because that then really matters in terms of that teachable spirit 
thing. Because there you have to really think, “For four years, how quickly can they get 
[it] together?” (Jakub) 
Triangulation of Data for PVMs Exhibit Preferable Personal Attributes 
Since the attributes described in Finding 1c (open-mindedness, teachability, and a desire 
to improve through hard work) were emergent findings, no specific survey questions were asked 
on the subject. As described in Finding 1c, the survey participants value open-mindedness, 
teachability, and a desire to improve through hard work. However, there is no data from the 
survey that corroborate or contradict interview data that state that interview participants 




encountered and accepted more PVMs who demonstrated open-mindedness, teachability, and a 
desire to improve through hard work than met their violinistic expectations. 
In the survey data for Finding 2a, 90% (n = 19) of the respondents who stated that they 
accepted PVMs they believed were not ready for university-level study for other reasons (n = 
21) provided explanations. Ten percent (n = 2) of these explanations stated that participants 
accepted unready PVMs who demonstrated a willingness to work hard. 
Detailed Main Findings for Research Question 3 
The third research question was: What advice do violin professors offer for those 
preparing potential violin majors (PVMs) for acceptance into university-level music programs? 
The intent of this question was to determine who professors believe will provide the best 
guidance for PVMs to meet violin professors’ expectations.  
This section explores who participants think PVMs work with and their advice for these 
people. This section also explores who PVMs should ideally work with to prepare for university-
level violin study. The findings for Research Question 3 details (a) who should be preparing 
PVMs; (b) general advice for them, private teachers, and other pre-college instructors (OPCIs); 
and (c) specific advice for meeting the expectations described in Findings 1a, 1b, and 1c. There 
were three main findings relating to this research question found in both the survey and the 
interview data.  
Finding 3a: The Importance of Private Teachers 
All (n = 43) the interview participants and 74% (n = 109) of the survey participants 
agreed that PVMs must work with private teachers when asked, “What advice do violin 
professors offer for those preparing PVMs for acceptance into university-level music programs?” 
Fourteen percent (n = 6) of the interview participants assumed that PVMs already work with 




private teachers. While both interview and survey participants agreed about the importance of 
private teachers, the interview participants acknowledged there is no easy method of finding a 
private teacher. Additionally, the interview and survey participants had varying thoughts on the 
qualifications, skills, and abilities that private teachers should have. The interview data are 
presented first, followed by the survey data. 
Interview Data tor The Importance of Private Teachers 
All (n = 43) the interview participants stated that PVMs require expert guidance in the 
form of a private teacher to meet the expectations described in Findings 1a, 1b, and 1c.  
There is no substitute for private teaching. I don’t think there’s ever been a way to really 
teach a person to have technical command of their instrument outside the private lesson 
setting … let’s say, two out of that entire orchestra really want to go on and study music 
at the college level, then unless they’ve had solid private teaching, they’re at a 
disadvantage. (Noah) 
Ideally they’ve had [private] lessons since a young age. They’ve started at a young age, 
and they’ve had lessons and hopefully a good teacher through their childhood. That 
makes a big difference, and it really depends on the teacher. (Justin) 
They should be seeing someone outside of that school environment. It’s totally fine for 
that school person to be looking after the orchestra and some ensemble stuff. But they 
need that one-on-one time if any of those technical skills are going to develop to any real 
level with any kind of profound depth. (Madeleine)  
Except for Robert, who thinks that violists, as well as violinists, can teach PVMs, the rest 
of the interview participants agreed (98%, n = 42) that private teachers must be violinists who 
have conservatory- or university-level education as violin majors, ideally as performance 
majors.  
That’s just obvious. Why would you study with someone that wasn’t a violinist? … But 
yes, you need to have somebody that’s a specialist in violin, that has some type of degree, 
whether it’s a music education degree or a performance degree. And violin was their 
major instrument. (Fred) 
A private teacher. To state the obvious, a private teacher, one who has themselves 
majored in violin. At a university that is NASM-accredited. Yeah. Or has gotten some 
kind of degree in violin. (Virginia) 




Seventy-seven percent (n = 33) of the interview participants value professional level 
violin performance abilities in private teachers. In fact, the participants expect that private 
teachers should be professional violinists, whether that is defined as performing in a professional 
orchestra, freelancing, or teaching in a private studio: 
Seek the best professional career musician, professional full-time career musician that 
you can find as close to your area as you can and learn from him or her. Meaning take 
lessons as often as you can afford. Start this as early as you can. The three-prong method: 
early as you can, as close as possible, as often as possible, with the as good and as 
professional as possible in your area. (Matias) 
If the student is going to be successful as a violin major at a music school or college in 
the U.S., and perhaps go on to become a professional musician, teacher, and performer, 
the private teacher has to know what the expectations are. They should have some 
insights into the field of music and have experienced it themselves, through a career of 
performing and teaching. (Markus) 
However, 23% (n = 10) of the interview participants pointed out that performing ability 
(SMK) and teaching ability (PCK) are not necessarily related qualities. 
I’ve worked with people who’ve been in Tchaikovsky competition … And I’ll say, “How 
do you teach the G major scale?” And they’re like, “Well, you just play it.” And it’s like, 
“No, your average kid is not going to just play the G major scale. You’ve got to teach 
them low 2.” And they don’t get that. (Tina) 
Have you been in the situation where you’ve gone to see a masterclass by some off-the-
charts superstar violinist, and it’s the worst class you’ve ever seen? Because not every 
great player teaches. (Bram) 
Forty-four percent (n = 19) of the interview participants acknowledged that it can be 
difficult for PVMs to find a private teacher, especially if their parents are not musicians or if they 
do not have parental support in their pursuit of violin study; as Fred said, “That’s a really hard 
question because if they don’t know, they don’t know.” Tamar said, “I don’t know. I haven’t 
really thought about it, non-musician parents, how they can find good teachers.” 




Some (n = 13) interview participants suggested that even though they might not have an 
answer to how to find a private teacher, the PVM or the PVM’s parents should do research and 
be proactive in asking questions of potential private teachers: 
If it was me, I would say, “What do you think my child should be working on next? And 
what kind of technical or what kind of things does he or she need to work on?” … Some 
teachers have a clear plan, “You should do this, this and this,” and that’s kind of a 
reassurance that they have a plan, and they know what to do. But if I were not a musician, 
it would be hard for me to know if that’s correct or not … but it certainly does help if the 
parent should be able to ask, “Okay, what can happen? What should improve, how can 
my son or daughter improve?” (Justin) 
Some people go through the process, and I have parents and students that are really 
committed and are able to look for those kinds of things and will say, “Okay, well, what 
about this? Okay, how about this?” And so, they’re questioning every aspect, and then 
they figure out pretty quickly. (Grant) 
Word of mouth was the most common interview response to finding a private teacher (56%, n = 
25). 
If one of my students were moving to another town … I would probably, first of all, do it 
by word of mouth, by recommendation. See who I knew in that town and recommend 
that they contact somebody who we knew was vetted in that town … meet the students, 
talk to them and find out what they say about the teachers in that community. 
Recommendations of one teacher to another. (Amalia) 
The next most common interview response was to reach out to violin professors, whether 
local professors or professors at universities that the PVMs are interested in attending (44%, n = 
19). These professors may recommend university-affiliated community music school private 
teachers, other private teachers, or programs to PVMs, and, in some cases, may be willing to 
teach PVMs themselves: 
I would certainly be happy if somebody contacted me and said, “I have a high school 
student. Is there anybody you know? Would you like to teach my daughter or son, or 
would you know of anybody?” So, a university or conservatory setting is a place to start. 
I don’t know if parents think to do that. (Kaori) 
We can provide lessons through the community music school. My recommendation is 
that if there’s a student who’s interested in majoring in music to reach out to, if they don’t 




have a teacher at their school, then go directly to the source of the teacher at the school 
they’re looking at to see what suggestions they have. (Kathleen) 
Students can be proactive even if they can’t afford a private teacher or if they’re 
interested in a university. Have a lesson with that teacher two to three years before they 
want to apply. And try to get some feedback. Say, “Where do I stand? Would I get into 
this university? Do you think I would? What are the things you think I should work on?” 
And I can tell you that if a university-level professor who’s teaching violin, who sees a 
very gifted student, who nonetheless has some technical problems, will often put in an 
effort to try to help that student. And I’ve seen many students like that. (Noah) 
Estella and Patrick shared that they believe it is the direct responsibility of violin professors to 
help PVMs prepare for university-level study: 
That should be actually part of our purview as college professors: to really be mentoring 
that group and not just the ones who have the money to pay for the expensive one-on-one 
lessons. But somehow to be able to offer instruction or resources, feedback for the kids 
who can’t afford the private lessons, the expensive lessons … But still, it’s hard when 
you’re 18, and you’re trying to catch up. So heartbreaking to have those kinds of 
situations. So those are the kids that we have to figure out how to interact with at [an] 
early stage. (Estella) 
With a lot of high schools, is I just, I tell them, I offer my really good students as teachers 
… Then maybe once a semester, you can come up and have a lesson with me or 
whatever. And just, that’s, to me, that’s really important. Really every college teacher 
should be trying to do that in whatever area they’re in, particularly if they’re in an area 
that just doesn’t have a huge investment in strings. (Patrick) 
Jakub and Estella acknowledged that it can be intimidating for PVMs to initiate contact with 
professors. 
If your aspirations are to go to college, reach out to the college, don’t be afraid of it. 
That’s the biggest thing is that a lot of times, especially any students that might be doing 
this the first time, if they’re not coming in from a family that has, well, either any college 
background or musical college background, it can feel very intimidating. (Jakub) 
I also know it’s so hard for kids to even write an email to someone that they don’t know 
… it actually takes quite a lot of maturity, and it’s hard for them to do that. (Estella) 
The next most common interview response was for PVMs to ask their high school orchestra 
teachers for private teacher recommendations (40%, n = 17) even though they may not be the 
most reliable source: 




Well, the trick is that their high school directors really are their resource … if they’re that 
interested in music, there’s going to be a go-to source through their public school. 
(Susan) 
Who would they go to first? They would probably go to their orchestra teacher, and that 
can be a very good thing, and that can be a not very good thing … Some of those 
orchestra teachers know what’s up, and some don’t. (Bram) 
Other suggestions from interview participants for finding private teachers included 
contacting the local professional orchestra to ask if members teach private lessons (33%, n = 14); 
asking local youth orchestras for recommendations, either from conductors, parents of the 
participants, or students in principal seats (28%, n = 12); and searching databases such as the 
ones available on the American String Teachers Association (ASTA) website or 
www.violinist.com (7%, n = 3). 
Survey Data for the Importance of Private Teachers 
The survey data support the finding that PVMs must work with private teachers to meet 
violin professors’ expectations, albeit less strongly than the interview data. When asked who 
PVMs should work with to prepare for university-level study, 75% (n = 109) of the 146 
responses selected or stated private teachers (Figure 4.14). Twenty-one percent (n = 30) selected 
school music teachers. Five percent (n = 7) of “other” responses included: chamber music 
coaches (n = 4), youth orchestra conductors or coaches (n = 4), trial lessons with violin 
professors (n = 3), academic music subjects such as theory and history (n = 2), attending 
summer music festivals or camps (n = 2), and attending a comprehensive pre-college music 
program (n = 1). 




Figure 4.14  
Who Should PVMs Work With? 
 
When asked to describe what qualifications, skills, and abilities a private teacher should 
have, there were 99 survey responses (n = 99), 91 of which (n = 91) were relevant (Table 4.13).  
Table 4.13  
Qualifications, Skills, and Abilities Private Teachers Should Have 
 Frequency 
Subject matter knowledge (SMK) n = 51 
Music degree(s) n = 24 
Be able to establish technical foundation in PVMs n = 24 
Pedagogical content knowledge (PCK) n = 23 
General pedagogical knowledge (GPK) n = 23 
Model and demonstrate on violin n = 21 
Professional violinist n = 14 
Have teaching experience n = 10 
Demand high standards from PVMs n = 10 
Know violin professors’ expectations n = 8 
Instill work ethic in PVMs n = 6 
Have record of student success n = 4 
  
Fifty-one percent (n = 51) stated that private teachers should have subject matter 
knowledge (SMK); 24% (n = 24) stated that private teachers should have degrees in music; 24% 
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23% (n = 23) stated that private teachers should have pedagogical content knowledge (PCK); 
23% (n = 23) stated that private teachers should have general pedagogical knowledge (GPK); 
21% (n = 21) stated that private teachers should be able to model and demonstrate for PVMs at a 
high level; 14% (n = 14) stated that private teachers should be professional violinists; 10% (n = 
10) stated that private teachers should have teaching experience; 10% (n = 10) stated that private 
teachers should demand high standards of achievement for PVMs; 8% (n = 8) stated that private 
teachers should know university-level expectations; 6% (n = 6) stated that private teachers 
should instill a work ethic in PVMs; and 4% (n = 4) stated that private teachers should have a 
record of student success. Eight percent of the responses (n = 8) were unrelated to private 
teachers. 
The survey respondents (n = 51) indicated that private teachers should have these 
specific aspects of SMK: knowledge of violin pedagogy tradition, performance, repertoire, and 
technique. Examples of survey responses included: “A teacher must know the fundamental work 
in all areas of preparation, lots of scales, double stops, proper shifts, good vibrato, good 
intonation, good rhythm” (Response 5, S12a), “knowledge of instrumental music, performance, 
and teaching” (Response 23, S12a) and “knowledgeable about pedagogy and violin literature, 
and interested in ongoing trends” (Response 51, S12a). 
The survey respondents (n = 23) indicated that private teachers should have these 
specific aspects of PCK: being able to teach students technique and to help students develop 
skills through sequencing. Examples of survey responses included: “teach in a step-by-step 
process that includes scales, arpeggios, double stops, theory basics, positions, with great 
attention to posture, position, bow and left hand” (Response 90, S12a) and “a clear way of 




working on technical issues, set-up, scales and études that allow the student to advance on the 
instrument” (Response 95, S12a). 
The survey respondents (n = 23) indicated that private teachers should have these 
specific aspects of GPK: being patient, encouraging, nurturing, caring, and having strong 
communication skills. Examples of survey responses included: “having and instilling a sense of 
curiosity, having a good sense of humor, being positive, encouraging yet demanding” (Response 
37, S12a) and “a positive and caring attitude toward the student” (Response 90, S12a). 
Six (n = 6) survey responses used the adjective “good,” and one response (n = 1) used 
the adjective “proper” to describe what qualifications, skills, and abilities a private teacher 
should have: “good training” (Response 1, S12a), “proper knowledge” (Response 21, S12a), 
“good teaching pedigree” (Response 22, S12a), “not all good players are good private teachers” 
(Response 52, S12a), “be a good teacher” (Response 61, S12a), “good pedagogue” (Response 
74, S12a), and “good private teacher” (Response 91, S12a). These survey responses provided no 
additional information about what “good” and “proper” mean in this context. 
Triangulation of Data for the Importance of Private Teachers 
Both the interview (100%, n = 43) and survey participants (75%, n = 109) agreed that it 
is important for PVMs to work with private teachers. Ninety-eight percent (n = 42) of the 
interview participants stated that private teachers must be violinists with music degrees, and 24% 
(n = 24) of the survey participants agree. Seventy-seven percent (n = 33) of the interview 
participants expect private teachers to perform at a professional level. Only 14% (n = 14) of the 
survey participants think that private teachers should perform at a professional level, but another 
21% (n = 21) of the survey participants think that private teachers should perform at least at a 
high enough level to demonstrate and model technique and repertoire for PVMs. 




 Twenty-three percent (n = 10) of the interview participants pointed out that a high-level 
performer is not necessarily a high-level teacher and two survey responses (2%, n = 2) agree: 
“not all good players are good private teachers” (Response 51, S12a) and “advanced playing 
ability is certainly a plus, but doesn’t necessarily mean someone is a good teacher” (Response 
68, S12a). 
 In general, the interview and survey data align regarding the importance of private 
teachers in helping PVMs to meet expectations. While the interview responses show higher 
agreement among interview participants than the survey participants, both sets of participants 
highly rank the importance of private teachers being violinists, having music degrees, and being 
able to perform the music that PVMs are working on to a high level.  
Finding 3b: Private Teacher Roles and Responsibilities 
This finding details what the violin professors in this study perceived to be the various 
responsibilities of private teachers, along with suggestions and advice for them to help PVMs 
meet participants’ violinistic expectations. This finding is divided into two subsections: (a) 
participants’ perceptions of what they believe private teacher responsibilities to be and (b) 
suggestions and advice for private teachers. For both subsections, the interview data are 
described first, followed by the survey data. 
The survey data for this finding emerged from a combination of open-ended, multiple-
choice, and Likert-type questions intended to answer Research Question 3. However, some of the 
open-ended responses addressed Research Question 1 and Research Question 2 instead, and 
some responses were irrelevant to all the research questions. Additionally, some of the responses 
to the various survey questions that addressed Research Question 3 overlapped with each other. 
The survey data are presented fully below, including reporting of open-ended responses that do 




not address Research Question 3; these unrelated responses were counted in the breakdown of 
total responses. The open-ended responses were widely varied and did not always fit the 
questions asked of the participants. 
Interview Data for Private Teacher Roles and Responsibilities  
The interview participants stated that private teachers should know university music 
programs’ and violin professors’ expectations, maintain high performance standards from PVMs, 
develop a solid technical foundation in PVMs, and assign level-appropriate technique and 
repertoire in a sequenced manner. 
Eighty-six percent (n = 37) of the interview participants stated that private teachers 
should know the audition requirements of the universities that PVMs are applying to, help PVMs 
prepare audition material, know and share violin professor expectations with PVMs, and 
generally train PVMs for what to expect within a university music program, including how to 
practice and time management skills: 
They need to encourage their students to listen to recordings constantly, go to concerts, 
live concerts, practice three to five hours a day, and then make sure that they’re doing the 
repertoire, the diet of scales, arpeggios, études, solo Bach, and a concerto. (Michelle) 
Teachers could also help students prepare for that idea of time management and also 
figuring out how to set long-term goals and reach those long-term goals, that can also be 
helpful for college, not just as a violin student, but as a college student in general. And 
when I look back at my high school violin teacher, she was someone who really helped 
me … figure out when to practice during my day and make sure that I get all of it in. 
(Kathleen) 
Eighty-one percent (n = 35) of the interview participants stated that they perceived it is 
the responsibility of the private teacher to build a solid technical foundation through assigning 
scales, arpeggios, études, and exercises: 
Well, ideally, any teacher of serious students needs to really build from the ground up, 
literally. The students should be comfortable technically at the instrument: they should be 
able to play major [and] minor scales, three octaves, four octaves, in tune with good 




handshape, good motions in the body. They should be able to have a variety of different 
bow strokes. So, you’re working on that within that basic technique. (Tina) 
In whatever way a teacher can do it, to have an organized teaching system that’s 
sequenced with the balance with technique, make sure that there’s a really good technical 
foundation. Like I said, studies, technical exercises, scales, études balanced with the 
repertoire. So, the students are not encountering the repertoire and seeing technique for 
the first time in their repertoire. (Amalia) 
Fifty-six percent (n = 24) of the interview participants shared that private teachers should 
hold PVMs to higher performing standards, not to be confused with having PVMs perform more 
difficult repertoire: 
I wish teachers would have higher expectations … I see so many teachers allowing their 
students to play just subpar. I wish they would just focus so much more on the technique 
as everyone can do it, and everyone can learn these notes, and everyone can do these 
things, and everyone can play in the right part of the bow, and everyone can have a good 
bow hold, and everyone can have a good sound. Everyone can, with very, very few 
exceptions. (Rebecca) 
Margaret pointed out that private teachers may be surprised when a PVM decides to 
major in music towards the end of high school:  
The teacher might think that they’re just doing it for fun … All of a sudden they go, 
“Well, I think I’ll be a music major.” The teacher has a heart attack because they haven’t 
— they’ve been just moving them along. (Margaret) 
Participants suggested that private teachers can avoid being caught off-guard in these 
situations by always teaching violin students with the intent of working towards fulfilling 
students’ potential: 
Who cares if they want to be a music major or not? Your goal is to be pushing them 
along the same path to just literally be as good as they can be. And if the student excels, 
then they excel. Some students who are fantastic excel at a slower rate; it doesn’t mean 
that they’re any worse or dumb or anything like that. Everybody’s so different. (Bram) 
But it would be just fair to get that training anyway because who knows? … But if you 
didn’t learn it properly, then that option is nearly out. So, it’s not fair. I would encourage 
people to demand that they get the right training, no matter if they’re going to, if their 
kids are going to become musicians or professional musicians or not. (Oscar) 




Finally, 37% (n = 16) of the interview participants believe that if private teachers do not 
feel equipped to provide the guidance listed above or are not advanced enough violinists 
themselves to prepare PVMs, they should help PVMs find another private teacher or invest in 
professional development. Professional development can be undertaken through personal 
research or attending conferences or workshops by organizations such as the American String 
Teachers Association (ASTA): 
Well, to absolutely be open to teaching them until you feel like, “Well, maybe this 
student needs this or that or maybe a different teacher.” Be open to letting them go if you 
need to. Don’t just hold on to them … So, teachers have to remember to think first about 
their students and what’s best for them. (Jasmine) 
I just wish teachers would know — private teachers and high school teachers — would 
recognize the limits of their abilities. I wish they would seek help when they are to the 
point where their students need more guidance. (Rebecca) 
Well, a friend of mine … she always says, “The fire’s on the teachers.” And she says for 
herself that she always tries to make sure that she’s also researching and reading, and so 
she’s able to give her students — she says it’s her responsibility, that if they go 
somewhere and they’re not well prepared — of course, the students have to practice, and 
the onus is on the students to do their work. But she feels that there’s a lot that she can do 
to prepare them. (Eun Jung) 
The ASTA conference, by golly, and they could sit there for three whole days all day 
long and listen to the best teachers and the brightest new ideas and look at the materials 
and just let it get into their pores. And that they can always go back to the ASTA 
conference. (Susan) 
Survey Data for Private Teacher Roles and Responsibilities 
An open-ended question in the survey asked participants for general thoughts or 
suggestions for PVMs and the people who prepare them. Fifty-five percent (n = 43) of the total 
responses (n = 78) were directed at private teachers (Table 4.14). 




Table 4.14  
Summary of Suggestions for Private Teachers 
 Percentage and Number 
Hold PVMs to higher standards  42% (n = 18) 
Assign developmentally appropriate repertoire  35% (n = 15) 
Focus on technical development  33% (n = 14) 
Provide performance/recording opportunities for PVMs  23% (n = 10) 
Engage in professional development or find another private teacher for PVM 16% (n = 7) 
Develop GPK  9% (n = 4) 
Know university music programs’ and violin professors’ expectations 7% (n = 3) 
Be honest with PVMs  7% (n = 3) 
Encourage PVMs to participate in chamber groups and youth orchestras 7% (n = 3) 
Send PVMs to have trial lessons with prospective violin professors  2% (n = 1) 
Make sure PVMs’ instruments are in good working order  2% (n = 1) 
Work in conjunction with K-12 school music teachers  2% (n = 1) 
Develop sight-reading skills in PVMs  2% (n = 1) 
   
Of these 43 responses, 42% (n = 18) of the survey participants stated that private teachers 
should hold PVMs to higher performing standards: 
Potential violin majors often are not aware of their weakness (poor tone, intonation, lack 
of expression, etc.). Raising their awareness of beautiful playing and giving them 
appropriate repertoire/exercises so they can achieve that goal is important. (Response 30, 
S20) 
Thirty-five percent (n = 15) of the survey participants stated that private teachers should 
assign repertoire that is appropriate to PVMs’ technical development: “Carefully choose 
repertoire that flatters the student while featuring their technical assets” (Response 7, S20).  
Thirty-three percent (n = 14) of the survey participants stated that private teachers should 
focus on technical development more, which reinforces Finding 1a, where 98% (n = 97) of the 
survey participants expect PVMs to have a solid technical foundation. One response stated, 
“Please work on fundamentals consistently over the course of your work with the student. Make 
this the priority” (Response 77, S20). 




Twenty-three percent (n = 10) of the survey participants suggest that private teachers 
give PVMs opportunities to perform and to encourage them to record themselves before the 
audition: 
Teachers need to help students learn to plan … to practice performing their audition 
repertoire by playing them in recitals, master classes, and for their recording devices as 
many times as possible. (Response 37, S20) 
Sixteen percent (n = 7) of the survey participants stated that private teachers should 
engage in professional development or help PVMs find another private teacher: “Teachers: 
Know your limits and pass your students on if they need a more qualified teacher (when 
possible). Do studies and scales. Get pedagogical training” (Response 53, S20). 
Of the remaining responses, 9% (n = 4) stated that private teachers should develop GPK, 
7% (n = 3) stated that private teachers should know university music programs’ and violin 
professors’ expectations, 7% (n = 3) stated that private teachers should be honest with PVMs, 
and 7% (n = 3) stated that private teachers should encourage PVMs to participate in chamber 
groups and youth orchestras. Individual responses (n = 1) were: private teachers should send 
PVMs to have trial lessons with prospective violin professors, private teachers should make sure 
PVMs’ instruments are in good working order, private teachers should work in conjunction with 
K-12 school music teachers, and private teachers should develop sight-reading skills in PVMs. 
Triangulation of Data for Private Teacher Roles and Responsibilities 
Some similar items emerged from the interview data and the survey data of what 
participants perceived to be the roles and responsibilities of private teachers. However, the 
frequency of these items varied, at times significantly, between the interviews and survey 
responses. Additionally, the open-ended survey questions resulted in more wide-ranging 
responses regarding the roles and responsibilities of private teachers.  




The interview participants most perceived that it is the private teacher’s responsibility to 
know violin professors’ violinistic expectations (86%, n = 37); the survey participants stated this 
infrequently (7%, n = 3). The survey participants most perceived that it is the private teacher’s 
responsibility to maintain high performance standards from PVMs (42%, n = 18); this was the 
third most perceived private teacher responsibility by the interview participants, though at a 
higher frequency than the survey participants (56%, n = 24). Both the interview (30%, n = 13) 
and survey participants (35%, n = 15) stated that it is the private teacher’s responsibility to align 
repertoire with technical development.  
Interview Data for Meeting Violin Professors’ Expectations 
Given that 98% (n = 97) of the interview participants expect a solid technical foundation 
from PVMs, they advised that private teachers assign regular technical work purposefully. 
Interview participants believe that private teachers should ensure PVMs understand the 
importance of working on scales and arpeggios: 
You just have to know scales. So, you’ve got to get students to do that, know how to 
practice them. And as Heifetz would say, “If I had an hour to practice, I would practice 
50 minutes of scales” … that’s the first thing. (Henry)  
Somebody that is committed to their student actually learning as opposed to checking off 
pieces. And who’s willing to do the ugly work … give them a steady diet of scales and 
arpeggios and hopefully double-stop work and not just the double-stops that show up in 
their pieces. (Ivy) 
Some interview participants provided in-depth étude and exercise sequencing for PVMs’ 
technical development: 
You can start adding some technique with Wohlfahrt études and Kayser — all this 
preparation for the later, intermediate level. There’s a very nice album by Whistler also, 
which is Preparing for Kreutzer. Of course, Dont, opus 37 is very nice too. So, all those 
books combined and also some Ševčík. Usually [when teaching pre-college students], I 
tend to start with the 40 Variations of opus 3, that’s a good one for developing the bow 
technique. And I use some Schradieck. Schradieck they can all start even if it’s not the 
right speed or they can start developing some dexterity in the left hand … The next level 




in the process, the intermediate level, of course continuing with some of those études that 
I mentioned before. Also adding Kreutzer or Rode or Dont, opus 35. (Oscar) 
My [pre-college] students all do études, and I start from Wohlfahrt. I do the Preparing 
for Kreutzer of Harvey Whistler. I do Melodious Double Stops — Trott. I do the Whistler 
Introducing the Positions, Vol 1. I do Dont, opus 37, concurrent with the Kreutzer études. 
My students do every last, blasted Kreutzer étude. We start at number two, we go clear to 
42, and circle back to one. They do all the Fiorillo études. They do the Rode études … we 
do Ševčík, opus 4, number 1, double stops. We do shifting, Ševčík, opus 8. (Tina) 
As for repertoire, 30% (n = 13) of the interview participants stated that private teachers 
should assign it sequentially with scaffolded developmental considerations. Intermediate 
pedagogical repertoire can be a valuable bridge between beginner pieces and standard repertoire: 
The sequential building of repertoire that Suzuki had and that is more kind of developed 
by Dorothy Delay and so on, makes really greater sense than just simply assigning pieces 
that students want to play. (Chris) 
[PVMs] have not played many pieces and concerti that are, in my opinion, absolutely 
crucial in the development of a violinist, which specifically would be pieces and concerti 
written by violinists for violinists … there’s so many gaps in the violinistic equipment of 
these young players. (Natasha) 
In the violin, we have great pedagogical repertoire that is very, very nicely graded … The 
important thing is you cover your basics, your basis, your technical tools that you have to 
use in the future. So, that’s a major point that I see that is crucial if we want to have 
people that, later on, are prepared for college studies. (Oscar)  
 Private teachers can use repertoire to stretch technical development; as Felicity put it, 
“You can inspire a student with something that’s a little bit out of their reach.” Robert added: 
You want to give them something that will challenge them and help them get better. 
While, at the same time, reinforcing all of the things you’ve been working on and doing. 
And that that can be challenging for teachers to navigate that feel.  
When private teachers align repertoire with PVMs’ technical development, some interview 
participants (36%, n = 13) point out PVMs should be able to learn the piece in a timely manner: 
I’ve had that experience with a couple of kids that have gone in that I thought were really 
advanced, and then I realized they can’t learn music because they must have spent like 
two years or however long on that piece … three months to six months, that’s plenty of 
time to see where they are. And if they can’t learn in that period of time, they probably 
shouldn’t be working on that piece. (Fred) 




Sometimes I find people can do something because they’ve literally practiced it for 
thousands of hours. And they can do that one thing, but they can’t really do anything else. 
Unless they practice that for thousands of hours, and we don’t have that kind of time. 
(Virginia) 
Survey Data for Meeting Violin Professors’ Expectations  
Survey respondents were asked for suggestions to match the difficulty level of repertoire 
and technique with PVMs’ development; there were 81 responses (n = 81; Table 4.15).  
Table 4.15  
Summary of Suggestions for Meeting Violin Professors’ Expectations 
 Percentage and Number 
Assigning scales, arpeggios, études, and exercises  72% (n = 58) 
Prioritize technical work over repertoire  23% (n = 19) 
Private teachers should already know what to do  17% (n = 14) 
Assign études to address specific weaknesses in PVMs abilities  16% (n = 13) 
Assign specific technical work based on the demands of PVMs’ repertoire 14% (n = 11) 
Assign technical work in a sequenced manner  11% (n = 9) 
Refer to graded syllabi to sequence technical work and align it with repertoire 10% (n = 8) 
Use technical work to expand the PVMs’ ZPD  7% (n = 6) 
Create technical exercises from the PVMs’ repertoire  5% (n = 5) 
Seek professional development  5% (n = 5) 
Select repertoire based on PVMs’ technical development  2% (n = 2) 
Use pedagogical literature to support PVMs’ technical development 1% (n = 1) 
  
Seventy-two percent (n = 58) of the survey participants stated that private teachers 
should be diligent about assigning scales, arpeggios, études, and exercises; advanced application 
of scales and arpeggios including double-stops were also recommended:  
I would have a program of technical exercises in scales/arpeggios/double-stops and 
choose an étude book, appropriate to the student’s level, and go through each number in 
sequence. (Kreutzer, Dont, opus 35, 37, Fiorillo, Rode, etc.) If there are challenges that 
are presented in an étude at hand, it would be important to emphasize technical work 
around them with studies by Sevicik [sic], Schradieck, Dounis, Casorti, etc. 
Scales/arpeggios/double-stops are a must daily. (Response 56, S17) 
Twenty-three percent (n = 19) of the survey participants stated that private teachers 
should prioritize technical work over repertoire: “It is helpful to be learning advanced technical 
work in advance of meeting these challenges in repertoire” (Response 23, S17). 




Seventeen percent (n = 14) of the survey participants were dismissive of the question, 
stating that private teachers should already know how to assign appropriate technical work to 
PVMs: “This is obvious to a qualified teacher” (Response 6, S17). 
Sixteen percent (n = 13) of the survey participants stated that private teachers should 
assign études to address specific weaknesses in individual PVM’s abilities: “Assess their 
technical strengths, identify gaps in technical training. Assign technical exercises that address the 
weaknesses” (Response 65, S17). 
Fourteen percent (n = 11) of the survey participants stated that private teachers should 
assign specific scales, arpeggios, études, and exercises based on the repertoire: “The repertoire 
needs to be analyzed for positions involved, strokes used, doublestops [sic] employed, etc. to 
match it with appropriate technical work that supports these skills” (Response 27, S17). 
Eleven percent (n = 9) of the survey participants stated that private teachers should assign 
technical work in a sequenced manner: “All of this should be sequential, with études and scales 
that councide [sic] with the techniques necessary for the pieces” (Response 71, S17). 
Ten percent (n = 8) of the survey participants stated that private teachers should refer to 
graded syllabi to sequence technical work and align it with repertoire:  
Graded lists like the ASTA String Syllabus, the ASTACAP syllabi’s [sic], the graded 
repertoire lists on violinmasterclass.com, Mimi Zweig’s rep lists, all contain studies and 
technical materials for different levels of playing. (Response 54, S17) 
These responses represented less than 10% of the total responses to the survey question: 
7% (n = 6) of the survey participants recommended that private teachers use technical work to 
expand the PVMs’ Zone of Proximal Development (ZPD; Vygotsky, 1978), 5% (n = 5) 
recommended that private teachers create technical exercises from the PVMs’ repertoire, 5% (n 
= 5) recommended that private teachers seek professional development, 2% (n = 2) 
recommended that private teachers select repertoire based on PVMs’ technical development, and 




1% (n = 1) recommended that private teachers use pedagogical literature to support PVMs’ 
technical development. 
Of the remaining survey responses, 7% (n =6) were unrelated to the survey question but 
relevant to other aspects of Finding 3b: 4% (n = 3) stated that repertoire should not take too long 
for PVMs to learn, 2% (n = 2) stated that private teachers should hold PVMs to high 
performance standards, and 1% (n = 1) stated that private teachers should know violin 
professors’ expectations. Five percent (n = 4) of the survey responses were irrelevant to the 
research questions. 
Ninety-five percent (n = 94) of the survey participants think that PVMs should be 
assigned repertoire that increases in difficulty as they advance (Figure 4.15).  
Figure 4.15  
How Should Repertoire Difficulty Increase?  
 
With guidance, PVMs should be able to successfully navigate new musical and technical 




PVMs should be assigned repertoire that increases in difficulty as they advance
PVMs should be assigned repertoire that stays within their capabilities
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repertoire that stays within their capabilities, and they should not be challenged musically nor 
technically by the repertoire. No (n = 0) participants stated that PVMs should be assigned 
repertoire that suddenly increases in difficulty because even with guidance, PVMs would be 
unable to navigate new musical and technical challenges successfully. Three percent (n = 3) of 
the survey participants selected “other.” One (n = 1) “other” response stated that technique 
should always exceed the difficulty of the repertoire, and the two “other” responses did not 
address the question. 
Additionally, 100% (n = 99) of the survey participants agreed that PVMs should be 
assigned repertoire that spans a wide variety of historical eras, genres, and composers; 83% (n = 
82) strongly agree, and 17% (n = 17) somewhat agree (Figure 4.16). This introduces PVMs to 
various styles of performing and historically informed performance so that they are exposed to a 
wide variety of violin music. 
Figure 4.16  
Repertoire Diversity 
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Figure 4.17  
Time Required to Prepare Level-Appropriate Repertoire 
 
The survey participants were also asked to recommend resources for finding suitable 
repertoire and technical exercises that are aligned for PVMs; there were 86 (n = 86) responses 
(Table 4.16).  
Table 4.16  
Resources for Aligning Repertoire With Technique 
 Percentage and Number 
Graded syllabi and lists  55% (n = 47) 
Private teachers should already know what to do  22% (n = 19) 
Professional development through personal research, conferences, workshops 19% (n = 16) 
Seek resources from countries outside of the United States  14% (n = 12) 
IMSLP and YouTube 14% (n = 12) 
Assign standard materials  7% (n = 6) 
Seek out a teaching mentor or formal education  6% (n = 5) 
Ask violin professors for help  3% (n = 3) 
Private teachers should already know from their experience as violin students 3% (n = 3) 
Fifty-five percent (n = 47) of the survey participants suggested using graded syllabi and lists:  
There are several graded systems available to acquire online and I would recommend 
looking at as many of them as possible to find either a consensus or contradiction in 
where pieces lie. (Response 13, S18) 
Twenty-two percent (n = 19) were, again, dismissive of the question. They stated that 
private teachers should either already know how to assign appropriate technical work and 
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should know what the standard repertory and technical exercises are for the violin. If they don’t, 
they probably shouldn’t be teaching violin” (Response 58, S18). 
Nineteen percent (n = 16) suggested that private teachers seek professional development. 
Professional development can be undertaken through personal research or attending conferences 
or workshops: 
Read through the books of the great teachers of the past (Auer, Flesch, Gingold, 
Galamian, Yankelevich) to see what has been tried and tested and be constantly aware 
(through forums, masterclasses, online and offline lessons) of what your colleagues are 
using around the world. (Response 48, S18) 
 
Fourteen percent (n = 12) suggested that private teachers seek resources from countries 
outside of the United States since participants perceived that other countries train PVMs to meet 
their expectations more fully:  
It would be beneficial for students and teachers to look at violin studios from other 
countries that produce strong violin players and see what repertoire and étude sequence 
they go through. (Response 73, S18) 
 
Fourteen percent (n = 12) suggested using the internet to explore websites including The 
International Music Score Library Project/Petrucci Music Library (IMSLP) and YouTube, 
although they did not detail how to use these sites to select developmentally appropriate 
technical work and repertoire for PVMs: “IMSLP and YouTube are wonderful resources” 
(Response 11, S18). 
These responses represented less than 10% of the total responses to the question: 7% (n = 
6) recommended that private teachers assign standard materials, implying that the survey 
participants assume that private teachers know what “standard materials” are. Six percent (n = 5) 
suggested that private teachers seek out a teaching mentor or formal education, 3% (n = 3) 
suggested reaching out to violin professors for help, and 3% (n = 3) stated that private teachers 




should have gained this knowledge already from their experience as violin students themselves 
in the master-apprentice situation.  
The remaining responses did not provide resources for private teachers to help them find 
level-appropriate technical work and repertoire. These unique (n = 1) responses included: not 
using the Suzuki Method, exploring non-standard repertoire, and gradually increasing the 
difficulty of repertoire assigned to PVMs. There were also three responses (n = 3) that were 
irrelevant to the research questions. 
Graded syllabi and lists. Graded syllabi and lists were most frequently suggested by 
survey participants (55%, n = 47) as a resource for private teachers to align technique and 
repertoire (Table 4.17) 
Table 4.17  
Recommendations of Graded Syllabi and Lists 
 Frequency 
The ASTA Certificate Advancement Program Handbook: Violin   (n = 20) 
Mimi Zweig’s Repertoire List (StringPedagogy.com)  (n = 18) 
Dorothy Delay’s Concerto Sequence   (n = 6) 
Kurt Sassmannshaus’ Graded Repertoire (violinmasterclass.com)   (n = 5) 
RCM Violin Syllabus   (n = 5) 
Barbara Barber’s sequenced Solos for Young Violinists   (n = 4) 
ABRSM Violin Syllabus  (n = 3) 
AMEB 2020 Violin Syllabus  (n = 1) 
Cora Cooper’s Violin Music by Women: A Graded Anthology  (n = 1) 
William Henley’s Modern Violin School  (n = 1) 
Rebecca Henry’s Repertoire Lists (ViolinPractice.com)  (n = 1) 
Sequence of Violin Repertoire (String Academy of Wisconsin at UW-Milwaukee) (n = 1) 
Violin Curriculum (Eastman Community Music School)  (n = 1) 
   
Specific lists that more than one survey participant suggested included: the American String 
Teachers Association’s (ASTA) The ASTA Certificate Advancement Program Handbook: Violin 
(n = 20), Mimi Zweig’s Repertoire List at StringPedagogy.com (n = 18), Dorothy Delay’s 
Concerto Sequence (n = 6), Kurt Sassmannshaus’ Graded Repertoire at violinmasterclass.com 




(n = 5), the Royal Conservatory of Music’s (RCM) Violin Syllabus (n = 5), Barbara Barber’s 
sequenced Solos for Young Violinists (n = 4), and the Associated Board of the Royal Schools of 
Music’s (ABRSM) Violin Syllabus (n = 3). Individual responses (n = 1) were: the Australian 
Music Examinations Board (AMEB) 2020 Violin Syllabus, Cora Cooper’s Violin Music by 
Women: A Graded Anthology, William Henley’s Modern Violin School, Rebecca Henry’s 
Repertoire Lists at ViolinPractice.com, the Sequence of Violin Repertoire on the String Academy 
of Wisconsin at the University of Wisconsin-Milwaukee website, and the Violin Curriculum on 
the Eastman Community Music School website. 
Triangulation of Data for Meeting Violin Professors’ Expectations  
The interview participants and survey participants suggested that the best method for 
PVMs to develop a solid technical foundation is for private teachers to assign and prioritize 
regular technical work instead of only assigning repertoire. Interview participants Oscar and Tina 
provided specific sequencing of technical materials that private teachers could use. Other survey 
participants recommended that private teachers select technical work that addresses specific 
weaknesses or addresses the demands of the assigned repertoire. 
 As discussed in Finding 1a, 98% of both the interview participants and survey 
participants believe that repertoire should align with PVMs’ technical development. Participants 
defined alignment as ranging from well within the PVMs’ technical abilities to within the ZPD 
of the PVM. Thirty percent (n = 13) of the interview participants advised private teachers to 
assign repertoire sequentially with scaffolded developmental considerations; 95% percent (n = 
94) of the survey participants think that private teachers should assign repertoire that increases in 
difficulty but stays within the ZPD. A small number of both the interview (36%, n = 13) and 
survey participants (4%, n = 3) stated that level-appropriate repertoire should not take “too long” 




for PVMs to learn. However, survey responses varied widely regarding how long it should take 
for PVMs to learn repertoire. No survey nor interview participants stated that PVMs should work 
on repertoire outside of PVMs’ ZPD. Additionally, all the survey participants agreed that private 
teachers should assign PVMs a wide range of repertoire from different genres and historical 
periods. For private teachers who are not familiar with the violin literature, 55% (n = 47) of the 
survey participants suggested using graded lists and syllabi.  
Thirty-seven percent (n = 16) of the interview participants suggested that private teachers 
undertake professional development or find another private teacher for PVMs if they cannot 
fulfill the responsibilities described by the violin professors in this study. These responsibilities 
include preparing PVMs to meet the expectations listed in Finding 1a (a solid technical 
foundation) and Finding 1b (level-appropriate repertoire); a small number of the survey 
participants (16%, n = 7) agreed. 
Many survey participants were not forthcoming with their expertise and did not provide 
advice or suggestions to private teachers to help PVMs prepare for university-level study. These 
participants only stated that a “qualified” or “good” private teacher would already know how to 
develop technique and assign appropriate repertoire to PVMs, illustrating the secrecy of the 
master-apprentice tradition. 
Finding 3c: Additional Supports  
In general, the participants in this study suggested an additional need for adult guidance 
besides private violin teachers to identify and nurture PVMs’ violinistic abilities. While both the 
interview and survey participants recommend working with a private teacher to prepare PVMs, 
“the private teacher can’t do everything, as we know” (Kaori).  




For this finding, the interview data are described first, detailing (a) general advice for all 
adults who work with PVMs, (b) advice for K-12 classroom music teachers, and (c) advice for 
parents. This is followed by the survey data describing suggestions and advice for any adult 
working with PVMs. 
Interview Data for Additional Supports 
The interview participants suggested that other influential adults who interact with PVMs 
include school music teachers (n = 36), parents (n = 31), youth orchestra conductors (n = 2), and 
guidance counselors (n = 2).  
General advice for all adults. First, 69% (n = 25) of the interview participants believe 
that adults should always be honest with PVMs in terms of their development and achievement 
on the violin: 
Being realistic. So, a teacher who will be honest with a student, to tell them what they 
need to work on, where they think they could get into a music program. And that kind of 
honest feedback is very, very helpful to say to a student, “No, I see you doing a minor in 
music, do a liberal arts degree,” or “No, you could go for a performance degree.” … I’ve 
had people audition who were, they probably weren’t given honest guidance by their 
teachers about where they stood in relation to the general standard of college playing. 
(Noah) 
I see kids that barely played any more than Seitz Student Concerto by age 18, that they 
come to me, telling me in all seriousness that they want to become professional violin 
performers. What pains me and, to a certain degree, outrages me is that there was a whole 
group of adults, supposedly music teachers, that didn’t disavow them from that notion 
and probably took their money for lessons without the courage and the integrity to tell 
them the truth about this. (Matias) 
Forty-two percent (n = 18) of the interview participants said that they wished private 
teachers and OPCIs felt comfortable reaching out to them on behalf of PVMs if they have 
questions about expectations or preparing PVMs for university-level study.  
I wish they were more comfortable reaching out to those of us teaching at the collegiate 
level … in the string world especially, there’s this divide between those people who teach 
K through 12 system, and then those people who’ve gone into college teaching world. 
We’re not as integrated … College music studio teachers, and strings especially, rarely 




come from a music ed background. So, there’s just a little, there’s just some old residual 
stuff there that makes it difficult for those two populations to communicate well. (Estella) 
I want them to reach out and get help from university a little more … we have to build a 
community, a sense of community. And that’s what’s missing in a lot of string players, in 
general, so that would be really, really nice. (Dae-Ho) 
 Advice for K-12 classroom music teachers. Eighty-four percent (n = 36) of the 
interview participants introduced K-12 classroom music teachers as other pre-college instructors 
(OPCIs) during the interview.  
Identifying students. Nineteen percent (n = 7) of the interview participants shared that 
the K-12 classroom music teacher should identify students with an interest and aptitude for the 
violin. K-12 classroom music teachers should notify parents with information about how to 
develop their child’s violin playing:  
Well, it should start with the music teachers in the public school system who should 
recognize talented students, call their parents, and tell them, “Hey, you know what? Your 
daughter or your son looks like they could really succeed in music, and they love playing 
in the orchestra. Let me recommend some private teachers.” Because it’s very hard for a 
parent, non-musician parents to know what they need to do. It’s very difficult … 
someone has to give the parents guidance. (Hector) 
So, there’s talent anywhere, as you know. So, the thing is that when you get somebody 
that’s talented, you really have to make sure that everyone understands what it means to 
develop that talent. That’s something that in many areas in the United States is something 
that has to be done. (Oscar) 
Admiration for K-12 classroom music teachers. Of the 36 interview participants who 
brought up K-12 classroom music teachers, 39% (n = 14) of them expressed their admiration for 
the work that K-12 classroom music teachers do, the value of music in the K-12 curriculum, and 
that they inspire many students to develop a lifelong appreciation and love of music: 
And there are — I’ve known many of them — there are incredible orchestra directors at 
high schools who go above and beyond and help their students in ways that are truly 
remarkable. The classroom, the orchestra rehearsal room at school is … enriching their 
lives. And so, I’m not talking about the value that school music programs have in 
themselves. They have intrinsic value. (Noah) 




They have to have the whole orchestra all the time and teach them all at the same time. 
This is a tremendously hard job for orchestra conductors in schools that they have to 
teach, to explain how to basically play . . .They do it as well as they can. (Dalia) 
It’s great what they do. It’s great that they do teach this — all instruments. Because that’s 
what’s expected of them, and that’s how they got the job. And that’s to spark — their 
position right now is just to spark interest in music. And they can maybe produce an 
audience for us or produce people that generally have knowledge. And it’s the broad 
feeling — that’s what school is — you’re going to get a little of everything. You don’t 
specialize in school. (Markus) 
School-based barriers. Eighty-one percent (n = 29) of the interview participants that 
brought up school music teachers stated that K-12 music education does not align with how 
PVMs should be prepared to major in violin. Susan and Mei-Lin both used the word “broken” to 
describe music education in the United States. Issues included funding for music in schools, how 
schools assess student progress in music, hiring string music teachers who are not string players, 
and adjudicated festivals and competitions. 
String programs have been largely depleted in terms of how they’re scheduled in the 
school — if they’re scheduled at all. There’s this bizarre system where you have non-
string players teaching strings, which is, as a foreigner, I just was like, “What do you 
mean?” Right? You don’t get the English teacher to teach algebra. It’s just ridiculous. I 
can’t blame the schoolteachers for that. And I can’t blame the children for that, the kids 
for that. So, they seem to be a product of everything not being right. (Madeleine) 
Teachers are always under such pressure to get good assessment grades. They end up 
doing repertoire that is well above the kids’ level constantly. And then they have to do 
that to keep their job because this is what’s expected for a good performance review. 
Then that forces the private teachers to be behind the eight-ball introducing certain skills; 
it’s not really their fault … there’s a mismatch there. (Lena) 
Twenty-three percent (n = 10) of the interview participants brought up Solo and 
Ensemble All-State or All-Region and similar adjudicated festivals and competitions as events 
that do not help PVMs prepare for university-level study. Participants perceived a disconnect 
between their technical requirements and the repertoire lists for solo competitions that results in 
PVMs focusing on preparing unsuitable repertoire for these events instead of building technique. 
Participants also perceived that PVMs and their K-12 classroom music teachers overvalue the 




importance of the scores they receive without realizing that violin professors put little value into 
All-State or All-Region assessments.  
But there’s some [K-12 classroom music teachers] that really want to just focus on 
contest … just really focus on that piece. They want their students to get 1 because … 
that’s the highest you can get, so it’s validation for their program … But I just wish they 
would spend a little more time — all teachers — on the basics. (Robert) 
The system is so wrong in junior high school, high school. All they talk about is All-
State, All-State … So, I said, “No, it’s not about All-State, and it shouldn’t be about All-
State.” So, then it was explained to me that what happens in the high schools is All-State 
is like the varsity team in sports … those who don’t make it, are the ones that are being 
made fun of, or they’re not so good. So, it’s a measure of how good you are. Which is 
completely ridiculous. (Hector) 
In contradiction, three interview participants who brought up All-State described it in 
favorable terms. These three participants teach in Texas and describe a strong culture of support 
and resources for K-12 music education. 
Private lessons. Fifty-eight percent (n = 21) of the interview participants who brought up 
school music teachers suggested that school music teachers should actively encourage PVMs to 
seek out private lessons and should provide a list of private teachers who have the abilities to 
prepare PVMs to meet violin professors’ expectations.  
Advice for parents. Some of the interview participants stated that they were from 
musical families and acknowledged that they themselves had an advantage in their early training. 
They see that PVMs with similar backgrounds have a similar advantage: 
It did seem to me that the students who performed at an exceptional level, their parents 
were also playing in the Phil, their sister also happened to be playing, and they were all in 
this family quartet. So, I thought, “Well, yeah, they were in this environment where they 
were really set up to succeed on every level.” (Eun Jung) 
Non-musician parents can be active in helping their children find a private teacher who 
can prepare PVMs to meet the expectations shared by the participants in Finding 1a (a solid 
technical foundation) and Finding 1b (level-appropriate repertoire). Forty-four percent (n = 19) 




of the interview participants suggested that family support for PVMs is essential. Support can 
take many forms, whether finding a suitable private teacher, driving PVMs to and from private 
lessons, learning about classical music, and understanding the resources and time needed. 
Parents can also cultivate the open-mindedness, teachability, desire to improve, and willingness 
to work hard that the participants value in PVMs: 
Family, of course, is the major factor. So, if you have parents who are supporting you or 
taking you to all of those festivals and teachers — who can afford to do that … support of 
the family is very important at the young stage. That’s all before college. (Dalia) 
They [parents] don’t see the environment for this kind of improvement, and so very often 
the teachers are really diligent, but the students and the parents don’t support it … that 
culture is just not set, not established. (Samuel) 
Education happens at home, or it doesn’t happen at all … Kids that come from families 
that encourage curiosity, inquiry, questioning, the desire for learning — they will learn, 
and it will be a pleasure to teach them. (Matias)  
Survey Data for Additional Supports 
An open-ended question in the survey asked participants for general thoughts or 
suggestions for PVMs and the people who prepare them. Only 15% percent (n = 8) of the total 
survey responses (n = 78) were directed at OPCIs. The other survey responses were directed at 
private teachers (55%, n = 43) and PVMs themselves (55%, n = 43). 
Advice for OPCIs. There were eight survey comments directed at OPCIs (Table 4.18). 
Table 4.18  
Advice for OPCIs 
 Percentage and Number 
Be honest with PVMs  38% (n = 3) 
Encourage PVMs to participate in small chamber ensembles 25% (n =2) 
K-12 classroom music teachers work in conjunction with private teachers  13% (n = 1) 
Help PVMs find right “fit” of university music program 13% (n = 1) 
Encourage PVMs to study academic music subjects  13% (n = 1) 
  




Thirty-eight percent of the survey comments (n = 3) were about being honest with PVMs:  
Please, please, please give them an honest assessment of their ability. Someone who 
cannot tune their own violin, and still needs tapes, should never be sent to audition for a 
degree in violin performance. (Response 64, S20) 
 
Twenty-five percent (n = 2) recommended small chamber ensemble participation: 
“Require pre-college string players to form a string quartet. There is so much to learn by 
studying the chamber music repertoire, listening and performing in a small ensemble” (Response 
25, S20). 
Individual survey responses (n = 1) were: K-12 classroom music teachers should work in 
conjunction with private teachers, help PVMs find the right “fit” of a university music program, 
and recommend that PVMs pursue pre-college study of academic music subjects including 
theory, history, and musicianship. 
Advice for PVMs. There were 55 (n = 55) comments with advice for PVMs; some 
survey participants provided multiple suggestions (Table 4.19).  
Table 4.19  
Advice for PVMs 
Percentage and Number 
Develop regular practice habits 30% (n = 13) 
Prepare in advance for university-level study as much as possible and set goals 28% (n = 12) 
Reach out to violin professors directly 23% (n = 10) 
Perform as much as possible and record themselves often  14% (n = 6) 
Listen to recordings and attend performances of classical music 12% (n = 5) 
Focus on developing their technique 12% (n = 5) 
Know musical and historical context of the repertoire 9% (n = 4) 
Find the right “fit” of a university music program and violin professor  9% (n = 4) 
Learn to perform without physical tension  7% (n = 3) 
Choose a private teacher with care  5% (n = 2) 
Develop aural skills 2% (n = 1) 
Be emotionally mature 2% (n = 1) 
Take notes in lessons 2% (n = 1) 
Maintain the ability to perform repertoire previously learned 2% (n = 1) 
Demonstrate strengths at the audition 2% (n = 1) 




Thirty percent (n = 13) advised PVMs should develop regular practice habits: “Learn to 
practice effectively and critique yourself without judgement” (Response 53, S20).  
Twenty-eight percent (n = 12) suggested that PVMs prepare in advance for university-
level study as much as possible and to set goals:  
A serious violin student who will be earning a degree in music, either performance or 
education, should be clearly and consistently working towards their audition at least 18 
months in advance. (Response 21, S20). 
Twenty-three percent (n = 10) advised PVMs to reach out to violin professors directly, 
either at the institutions they are interested in attending or locally: “Please communicate early 
and often; don’t just sign up!” (Response 74, S20). 
Fourteen percent (n = 6) advised PVMs to perform as much as possible and to record 
themselves often and listen back to the recordings critically: “record yourself, have a daily 
performance (with or without audience) to have target goals clear, study the score” (Response 
45, S20). 
Twelve percent (n = 5) suggested that PVMs listen to recordings and attend 
performances of classical music: “Listen to repertoire and go to concerts if possible” (Response 
53, S20). 
Twelve percent (n = 5) advised PVMs to focus on developing their technique: “If nothing 
else, practice two hours of scales daily with all the double stops 3ds [sic], 6ths, 8ctaves [sic], 
fingured [sic] Octaves and 10enths [sic]” (Response 14, S20) 
These survey suggestions represented less than 10% of the total responses: learn about 
the musical and historical context of the music PVMs are preparing (9%, n = 4), find the right 
“fit” of a university music program and violin professor (9%, n = 4), learn to perform without 
physical tension (7%, n = 3), and to choose a private teacher with care (5%, n = 2). Individual 
survey responses (n = 1) were: develop aural skills, be emotionally mature, take notes in lessons, 




maintain the ability to perform repertoire previously learned, and demonstrate strengths at the 
audition. 
Triangulation of Data for Additional Supports  
The interview and survey yielded different data for this finding. The only commonality is 
that some interview participants (69%, n = 25) and survey participants (38%, n = 3) agreed that 
private teachers and OPCIs should be honest with PVMs. The interview participants had specific 
advice for K-12 classroom music teachers, including identifying PVMs and helping them find 
private teachers; the most similar response in the survey data was one survey participant (n = 1) 
suggesting that K-12 classroom music teachers and private teachers work together. The interview 
participants also described ways in which parents can support PVMs; no survey participants 
mentioned parents. 
 The survey participants did provide several suggestions for PVMs; the interview 
participants were only asked for advice for PVMs to find someone to help them prepare to meet 
violin professors’ expectations. The interview protocol did not ask interview participants for 
suggestions for PVMs because all the interview participants would have provided suggestions 
when they completed the survey. 
 Advice for PVMs from the survey participants included preparing in advance to major in 
violin by practicing, setting goals, reaching out to violin professors, performing and recording 
themselves, listening to recordings and going to concerts, and developing technique. 
Unusual and Unexpected Findings 
 Through the process of data collection and analysis, several unusual and unexpected 
findings emerged, primarily from the interviews. While these findings did not directly answer the 




research questions, they were relevant to Research Questions 1 and 2 and help explain the 
findings. They are categorized below as they related to each research question.  
Unusual and Unexpected Findings Relating to Research Question 1 
 There were three unusual and unexpected findings relating to Research Question 1, which 
asked participants to describe their expectations of potential violin majors (PVMs). 
Finding 1d: Participants’ Own Training 
Thirty-seven percent (n = 16) of the interview participants explicitly correlated their 
expectations of PVMs with their own pre-college background and training. Some were 
determined to teach differently from their own teachers as they perceived that their teachers did 
not focus enough on technical development. 
When they [PVMs] come in, most of them don’t even know all the major and minor 
scales in three octaves… I always usually hope that they have not touched Mozart, three, 
four, or five before they come to college because then they will have massacred it … 
When I was in high school, my teacher … wanted to teach the hard repertoire. 
Mendelssohn–not the first movement fortunately–just the third movement and 
Zigeunerweisen, things that were just way too technically difficult for me. Lalo 
Symphonie espagnol. And so those pieces were ruined for me. (Eleanor)  
My advanced [pre-college] students do … thirds, sixths, and octaves–the reason I do this 
is because I didn’t have this. Okay, I was one of those kids that didn’t come from a 
teacher who was really strong. (Tina) 
On the other hand, some participants stated that they wanted to continue their own 
teacher’s traditions. 
Until the age of 13, something like that, I wasn’t allowed to play anything else but scales. 
Scales, études, exercises, Ševčík, all that stuff … My teacher was of the philosophy that 
the technique has to exceed by far, the technical demands of the repertoire. And he used 
to tell me, “You should almost be able to sight read that piece. Then it’s the right piece 
for you.” And, like I said, when he allowed me to start playing repertoire, I just breezed 
through everything. I just played concerto after concerto like it was nothing. Just maybe a 
few passages that needed a little extra polishing something. That’s why I believe in this 
so much because I experienced it firsthand what it can do. (Hector) 




Robert said, “I expect the students to be prepared the way I was when I was auditioning 
for schools, quite honestly.”  
Finding 1e: “No” Expectations 
Twenty-six percent (n = 11) of the interview participants initially expressed that they did 
not have technical or musical expectations. However, after further probing, these participants 
revealed that they did, indeed, have expectations, which disproved their self-perceptions. As 
Markus initially said, “I mean, I’ve heard everything, so I don’t have any expectations.” Natasha 
spoke similarly, “So, yes in an ideal world … I could actually have expectations.” 
Finding 1f: Elite Institutions 
Fifty-three percent (n = 23) of the interview participants stated that they believed their 
expectations to be lower than those at conservatories and elite university music programs or that 
they could not uphold the same expectations of violin professors at these types of institutions. 
It depends on which school they apply [to] because we have many schools in this country 
and some are obviously stronger than others. And if they go to Juilliard, they have to be 
prepared on a certain level. Curtis, Juilliard. Colburn, of course, right now is really up 
there. But then, when they go some tiers down, the expectation obviously goes down. 
(Natasha) 
There’s a big difference from getting in as a violin major at IUPUI in Indianapolis, which 
is really small. Or Goshen College, or Drake, versus getting in at Michigan or Juilliard or 
Colburn, so there’s a huge range of preparation. (Tina)  
Unusual and Unexpected Findings Relating to Research Question 2 
 There were five unusual and unexpected findings relating to Research Question 2, which 
asked participants to describe their perceptions of how PVMs meet their expectations. 
Finding 2e: Talent is Not a Factor 
Only 5% (n = 2) of the interview participants suggested a lack of talent as a possible 
reason why PVMs fall short of expectations. Twenty-six percent (n = 11) of the interview 
participants stated outright that PVMs can be taught or nurtured to develop the violinistic 




abilities to meet violin professors’ expectations; as Eun Jung said, “It really helps me as a teacher 
… to think that talent can be nurtured and it’s not just something that you’re born with.”  
I have a real strong opinion about talent–I feel like you can teach it, and I feel like the 
potential is there but you have to attend to it. Somebody needs a little bit more than other 
people but we all have the potential. And it just takes a growth mindset. So I really, really 
wish that teachers would treat their kids as if they’re all vying to be music majors … 
what I mean is just try to teach them to play the very best they can play. (Rebecca) 
Participants stated that for PVMs to develop their violinistic abilities, adequate training 
prior to university-level study requires adult guidance and support. 
Participants perceived that PVMs fall short of their expectations for two reasons: a lack 
of access to musical resources, including private lessons (88%, n = 38) and poor private teaching 
(51%, n = 22). Participants suggested a lack of access to musical resources resulted from two 
factors: geography and socioeconomic status (SES) of PVMs.  
Geography. Eighty-six percent (n = 37) of the interview participants brought up 
geography as the primary reason PVMs lack the musical resources to prepare to meet violin 
professors’ expectations. Underdeveloped or few string programs in public schools in their area 
or state was an issue. Markus compared his state to other regions of the United States: 
[School] programs in classical music, aren’t as developed as in, say, Texas, and probably, 
I would say, the East Coast … the Midwest, like Chicago area, there are areas in the west 
coast where you have a lot of developed school systems. We’re very underdeveloped 
when it comes to classical music. (Markus) 
The overall economy of a region was a factor: 
In different parts [here], parents struggle more. Well, obviously, it’s difficult to keep 
them in lessons. When you’re struggling to make ends meet, that can be an expensive 
thing. (Robert)  
The geographical isolation of certain areas prevents PVMs from accessing resources: “When you 
get into the rural areas or the mountainous areas, it’s really hard to find — [you are] driving two 
hours to get to your lesson every week” (Susan). 




Socioeconomic status. Serious violin study requires a significant financial investment for 
families. Forty-four percent (n = 19) of the interview participants noted the expense of private 
lessons, especially with well-respected violin teachers. PVMs who met or exceeded their 
expectations had several years of private lessons with well-regarded violin teachers and came 
from families with backgrounds in classical music and/or high-SES. Henry, Patrick, and Maria 
describe the advantages that PVMs from high-SES families have: 
The people that are really prepared … particularly with strings, a lot of it is the wealthier 
areas. Violin lessons are expensive, violins are expensive, just changing strings. All that 
is a lot of money. And so, you definitely see in certain school districts they’ve really 
invested in that, and parents see the value of hiring a private teacher and putting money 
into a violin and all that.” (Patrick) 
Well, I think one of the big problems — also that you could address is that playing the 
violin well is somewhat of a social status as far as being able to afford things. If you’re in 
Chicago, and you can afford to go study on the North Shore with the Vamoses, and you 
can afford to get a great violin, and you can afford to have to not work so that you can 
practice a lot, those things are all in your favor. (Henry) 
There’s phenomenal kids who are so — they’re playing at a young age, they’re playing at 
such a virtuosic level … it’s usually tied to people who have income and parents who are 
able to spend that kind of time with their kids … And then the teacher flies in Paul 
Kantor every other week to do master classes and charges crazy amounts of money to do 
it. (Maria) 
Sociocultural background. Thirty-seven (84%) of the interview participants noted that 
many PVMs were unable to meet expectations because of their sociocultural backgrounds, 
whether it was their family culture or the culture of their general location. 
[Expectations] are very unclear, especially to parents. Because an awful lot of parents 
don’t see any reason for private lessons. And if they haven’t come from a place where 
that was part of the culture. But in particular, this is fairly epidemic through the country 
talking to people, that the parents are the biggest problem with what their expectations 
are … they just don’t have any clue about anything. (Ivy) 
[Private teachers] complain about the culture of lessons in Jacksonville, which is the 
students don’t necessarily stick with it. They don’t see the environment for this kind of 
improvement and so very often the teachers are really diligent, but the students and the 
parents don’t support it. It’s shocking to them that they need to have once a week lessons. 
You know, like that culture is just not set, not established. (Samuel) 




So yeah, that’s another problem that we face, that you have to fight against this 
atmosphere, this culture. Where music is played more for to have fun or to play at 
football games and things like that, but not really to have a life devoted to this career … 
Many families get worried and they start asking questions, “Uh, is this normal? I mean, 
does he have to practice so much? And all these etudes, and blah blah blah?” So you have 
to really start educating the parents as well. (Oscar) 
Finding 2f: Unknown Expectations 
Fifty-eight percent (n = 25) of the interview participants believe that PVMs, private 
teachers, and other pre-college instructors (OPCIs) do not know what violin professors’ 
expectations are. When asked if expectations seemed to be known, Caroline stated, “No, 
otherwise everyone would be doing the ideal thing [laughs].” Kaori agreed: “I would assume, 
from the population that I deal with, a lot of this is not clear to them.” At the same time, 32% (n 
= 8) of these interview participants also think that PVMs, private teachers, and OPCIs are aware 
of the expectations of elite music schools such as the Curtis Institute, the Juilliard School, and 
the Jacobs School of Music at Indiana University Bloomington: 
If you go to a place like Bloomington or Juilliard or other famous places … Everyone 
knows and in essence, it’s in the environment, everyone brings their backgrounds, and 
things are clear because they know where the levels are. (Oscar) 
 
Twenty-one percent (n = 9) of the interview participants believe that some PVMs, private 
teachers, and OPCIs know their expectations. As Tamar said, 
Not all prospective students, their parents, or teachers have clear expectations of all that 
we discussed, though some students come in very well prepared and playing on a higher 
level. 
 
The remaining 21% of the interview participants (n = 9) did not state whether they think 
their expectations are known to PVMs, private teachers, and OPCIs.  
Finding 2g: Active Engagement Versus Passivity 
Forty percent (n = 17) of the interview participants actively engage with their 
communities to communicate their expectations to PVMs, private teachers, and OPCIs in an 




effort to raise the overall violinistic abilities and skills of PVMs. Some of the activities that these 
student-centered interview participants have undertaken included: directly working with PVMs 
including offering free or reduced-rate lessons (n = 8), engaging in outreach work in the form of 
performances and masterclasses in the community (n = 5), developing and maintaining a 
network of relationships with local music teachers (n = 4), providing professional development 
workshops and presentations for K-12 classroom music teachers (n = 4), providing resources to 
underserved communities by sending students or coaches to work with PVMs in one-on-one or 
small group settings (n = 4), being involved with their institutions’ community music school (n 
= 3), giving free trial lessons to PVMs before or after the audition (n = 3), visiting high school 
music programs and guidance counselors (n = 2), working with private teachers of PVMs (n = 
2), training their own students to prepare future PVMs (n = 2), actively recruiting PVMs 
including establishing long-term, multi-year relationships with them (n = 2), and creating a local 
pedagogical community for violinists (n = 2).  
We have to make sure that we’re supporting what’s happening in our own community. 
And then, I don’t know about you, but whenever I go give concert somewhere, I make 
sure and I go and do some kind of outreach wherever I go. And that’s something I don’t 
get paid for. I can probably put it on my service component of my yearly review, 
whatever. But it’s such a bigger commitment to our youth. (Bonnie) 
We do a ton of clinics and we say, “This is how you prepare students” …we try to talk 
about the things that they need to be doing. We try to offer free lessons and tell students, 
especially if we can catch them like in ninth grade, or obviously even earlier but we 
usually only visit high schools. And then try to communicate with them, “Hey if you 
want to do this, these are the things you need to do” …We do try to tell the teachers and 
try to collaborate with the teachers …Without taking their students away, and offering 
those kind of opportunities. I feel like going through the teachers is really important so 
that the teachers feel like they have a buy in and they understand what it takes. (Rebecca) 
In contrast, 30% of the interview participants (n = 13) seemed resigned to their 
perceptions that PVMs will always fall short of their expectations. These participants seemed to 
have accepted that their expectations are unknown to PVMs, private teachers, and OPCIs. Most 




of these violin professors spoke at great length and detail about the perceived shortcomings of 
PVMs and the people who prepare them but did not provide any strategies or describe any 
current undertakings to improve the situation. Mei-Lin said, “What do I wish they know? I can’t 
teach them what they need to know. But the problem with the public school teachers is also the 
same, they don’t know what they don’t know.” 
Five percent (n = 2) of the resigned professors stated that they had made efforts in the 
past to reach out to private teachers and OPCIs but were unsuccessful in changing the status quo. 
However, 44% percent (n = 19) of the interview participants stated that they were happy to share 
their expectations in detail as well as their expertise if PVMs, private teachers, or OPCIs 
proactively reach out to them. Additionally, 20% (n = 6) of the passive violin professors stated 
that they fully commit to teaching unprepared PVMs once they begin their university-level 
studies. They stated that they understood that their roles are to “fix,” “remediate,” and “catch up” 
these PVMs who fall short of their expectations. 
Finding 2h: Deficit Positioning 
Thirty-five percent (n = 15) of the interview participants demonstrated deficit positioning 
by focusing negatively on the ways in which PVMs have not met their expectations. The 
interview participants expect to engage in remedial work (49%, n = 21) and fill in skill gaps 
(35%, n = 15) once PVMs begin university-level study. Vocabulary examples that reflect deficit 
positioning when describing PVMs’ performances included “garbage,” “butchered,” “awful,” 
“massacred,” “horror,” and “substandard.” The researcher has intentionally omitted attributing 
the following quotes to the participants’ pseudonyms. 
There are things that we know as listeners that make us think that someone is not 
teachable … When you’re like, “Oh my god, it’s Thursday,” and you dread that day. 
Mine is this vibrato girl. … It’s like, “Let’s play cello” [sarcastically] …the worst of it is 
she’s my fourth lesson in a row of four lessons right after lunchtime. And so I always 




dread her. She’s the last lesson of the week and four in a row with this vibrato thing and 
it’s like, “ugh.” 
Many play Bruch first moment and it’s nice to see Bruch that is not actually butchered 
Bruch, like with the chords and the phrasing, just the very first phrases when you see that 
they go like this [demonstrates], like Heifetz demonstrated on Vieuxtemps 4 [referring to 
this video of Heifetz mocking an auditioning student: 
https://www.youtube.com/watch?v=QcIPk51WJQ8&ab_channel=nikix1]. 
You can’t do that to anyone, just call them and say, “Hey, what have you been doing with 
him for apparently five years?” I don’t get it. Personally I don’t get it, how teachers could 
stand it. When somebody plays with such an awful sound, like superficial, sliding [makes 
whistling, hissing noise]–all these extraneous noises. The bow and left hand in some kind 
of condition like this [demonstrates]–I just don’t know how they stand it; I can’t stand it–
that’s why I guess I will teach them, just to get out of the misery. 
But I have kids that have been taught that everything in the teaching process is about their 
subjective experience. And that is a killer of the process. And I have to repeat million 
times, and unfortunately my accent makes it sound meaner than it is … But I tell them, 
“The goal of what we’re doing here, my dear XYZ is not to make you feel good about 
you.” 
I answered quite honestly that I do take substandard students in my class because we are 
under–I don’t know how to qualify it–inhuman pressure in terms of our recruitment here 
… So I do disavow them from the notion that they will be auditioning for the NY Phil 
after this, because they’re not going to be invited to the audition, right … But I’m not 
going to sell you the idea that you’re going to be a professional performer–Jesus.  
Finding 2i: PVMs After Graduation  
Should PVMs seek future careers in K-12 classrooms or as private teachers, their own 
inability to meet violinistic expectations may prevent them from adequately preparing future 
generations of PVMs. Nine percent (n = 4) of the interview participants brought up this 
potential negative consequence. As Mei-Lin put it,  
Understanding that if you’re going to go into this profession, it comes with a lot of 
responsibility because you don’t want it to circle back around where you’re giving shit 
lessons and to teach students that are going to be trying to major in music. (Mei-Lin) 
Findings Summary 
This chapter presented 10 main findings, grouped by each research question. Data from 
interviews, the survey, and documentary materials revealed violin professors’ expectations of 




potential violin majors (PVMs), their perceptions of how PVMs are meeting their expectations, 
and advice they have for private teachers and other pre-college instructors (OPCIs) who prepare 
PVMs. In addition to the 10 main findings, there were eight additional unusual and unexpected 
findings that relate to Research Questions 1 and 2, derived solely from the interview data.  
There were three main findings for Research Question 1. The first finding (1a) shows that 
98% of the interview participants and 98% of the survey participants expect PVMs to have a 
solid technical foundation, which participants define as: (a) familiarity with three-octave major, 
melodic minor, and harmonic minor scales and major and minor arpeggios, (b) consistent work 
with études and exercises, and (c) performing with healthy posture and proper setup.  
The second finding (1b) for Research Question 1 is that PVMs should work on repertoire 
aligned with their technical development. While university websites may list suggested repertoire 
for auditions, participants do not think PVMs should prepare the listed repertoire unless their 
technical development is advanced enough. In fact, 72% of the interview participants and 98% of 
the survey participants would rather hear PVMs audition with less difficult repertoire performed 
well.  
The third finding (1c) for Research Question 1 was an emergent finding. Ninety-one 
percent of the interview participants and 46% of the survey participants would prefer to work 
with PVMs who demonstrate open-mindedness, teachability, a desire to improve, and a 
willingness to work hard, even if they are less advanced than PVMs who do not demonstrate 
these attributes. 
Three unusual and unexpected findings did not directly answer Research Question 1 but 
are related. In Finding 1d, 37% (n = 16) of the interview participants correlated their 
expectations of PVMs with their own pre-college background and training. In Finding 1e, 26% 




(n = 11) of the interview participants initially expressed that they did not have technical or 
musical expectations. However, after further probing, they revealed that they did have technical 
and musical expectations of PVMs. In Finding 1f, 53% (n = 23) of the interview participants 
stated that they believe their expectations to be lower than those at conservatories and elite 
university music programs or that they cannot uphold the same expectations as violin professors 
at these types of institutions. 
There were four main findings for Research Question 2. In Finding 2a, 58% (n = 57) of 
the survey participants and 98% (n = 42) of the interview participants acknowledged that they 
accepted PVMs who did not meet their violinistic expectations.  
In Finding 2b, the interview and survey participants stated that they perceived less than 
50% of PVMs met their technical expectations. The survey participants noted that while 
perceived to be underdeveloped, PVMs’ left-hand technical development tended to exceed right-
hand development in PVMs.  
In Finding 2c, more than 50% of both the interview participants and survey participants 
reported hearing PVMs perform repertoire beyond their technical development. Participants 
believe that private teachers and OPCIs should select repertoire with greater consideration of 
PVMs’ technical abilities.  
In Finding 2d, the interview participants accepted more PVMs who demonstrated open-
mindedness, resilience, and curiosity than PVMs who met their violinistic expectations. This is 
because they have encountered more students who demonstrated these qualities than students 
whose technical development met their expectations. 
There were five unusual and unexpected findings that did not directly answer Research 
Question 2 but are related. Finding 2e shows that only 5% (n = 2) of the interview participants 




suggested a lack of talent as a possible reason why PVMs fall short of expectations. The 
interview participants believe that PVMs fall short of violin professors’ expectations because of 
a lack of access to musical resources and/or poor private teaching. In Finding 2f, 58% (n = 25) of 
the interview participants believe that PVMs, private teachers, and OPCIs do not know what 
violin professors’ expectations are. Finding 2g states that 40% (n = 17) of the interview 
participants actively engage with their communities to communicate their expectations to PVMs, 
private teachers, and OPCIs in an effort to raise the overall performance level of PVMs. This 
contrasts with 30% (n = 13) of the interview participants who seemed resigned because they 
anticipate that PVMs will always fall short of their expectations and that their expectations are 
unknown to PVMs, private teachers, and OPCIs. Finding 2h revealed that 35% (n = 15) of the 
interview participants demonstrated deficit positioning in describing their perceptions of how 
PVMs have met their expectations. In Finding 2i, 9% (n = 4) of the interview participants were 
concerned about the consequences of accepting PVMs who fall short of expectations. If PVMs 
do not “catch up” by the time they graduate with the baccalaureate degree and enter the 
professional music world as K-12 classroom music teachers or private teachers, they will not be 
adequately equipped to prepare future generations of PVMs.  
The three main findings related to Research Question 3 explore participants’ suggestions 
to PVMs, private teachers, and OPCIs to meet violin professors’ expectations. In Finding 3a, all 
the interview participants (100%, n = 43) and 74% (n = 108) of the survey participants 
suggested that PVMs need the guidance of a private teacher to prepare to meet participants’ 
expectations. The private teacher should be a violinist who can perform at a professional level 
and has experience teaching.  




In Finding 3b, the interview and survey participants detailed what they perceived to be 
the roles and responsibilities of private teachers and provided advice for them. The most 
common suggestions were to demand high performance standards from PVMs, learn what 
universities and violin professors expect from PVMs, not neglect technical work in favor of 
learning repertoire, and align repertoire selection with technical development. Private teachers 
should engage in professional development, including research various graded syllabi. In cases 
where private teachers do not feel comfortable doing everything listed above, they should help 
PVMs find another, more capable private teacher.  
Finding 3c describes how K-12 classroom music teachers and parents might support 
PVMs. Because K-12 music education has fundamentally different learning outcomes than what 
PVMs need to succeed at the university-level, participants suggest K-12 classroom music 
teachers help identify and nurture PVMs and encourage them to take private lessons. Parents can 
support PVMs by assisting them in finding a private teacher; cultivating the open-mindedness, 
teachability, desire to improve, and willingness to work hard that the violin professors in this 
study value in PVMs; and learning about the culture and demands of classical violin study. 
  







The purpose of this study was to explore violin professors’ expectations of potential 
violin majors (PVMs) in the United States, their perceptions of how these expectations are being 
met, and how PVMs can be prepared to meet these expectations. The following research 
questions and their findings were: 
Research Question 1: How do violin professors describe their expectations of PVMs? 
• Finding 1a: The overwhelming majority of the interview (98%) and survey (98%) 
participants expect that PVMs should have a solid technical foundation. 
• Finding 1b: 72% percent of the interview participants and 98% of the survey 
participants prefer PVMs to work on repertoire aligned with their technical 
development. 
• Finding 1c: The interview and survey participants prefer to work with PVMs who 
demonstrate open-mindedness, teachability, a desire to improve, and a willingness to 
work hard, even if they are less advanced than PVMs who do not demonstrate these 
attributes. 
Research Question 2: To what extent do violin professors perceive that PVMs are 
meeting these expectations? 
• Finding 2a: Violin professors have accepted PVMs whom they perceived did not 
meet their technical and/or musical expectations. 
• Finding 2b: Violin professors perceive that less than 50% of PVMs demonstrate a 
solid technical foundation. 




• Finding 2c: More than 50% of the interview and survey participants have heard 
PVMs perform pieces beyond their technical ability. 
• Finding 2d: All the interview participants have accepted PVMs whom they perceived 
to fall short of violinistic expectations but demonstrated open-mindedness, resilience, 
and curiosity. 
Research Question 3: What advice do violin professors offer for those preparing PVMs 
for acceptance into university-level music programs? 
• Finding 3a: All (100%) the interview participants and 74% of the survey participants 
agreed that PVMs must work with private teachers to meet violin professors’ 
expectations. 
• Finding 3b: Participants perceived private teacher responsibilities and roles to include 
holding PVMs to high performance standards, knowing university music programs’ 
and violin professors’ expectations, and preparing PVMs to meet violinistic 
expectations as detailed in Finding 1a and Finding 1b. If private teachers cannot do 
so, they should engage in professional development or help PVMs find a more 
suitable private teacher.  
• Finding 3c: Participants suggested an additional need for adult guidance in 
conjunction with private violin teachers to identify, nurture, and support PVMs. 
In addition to these main findings, there were several emergent unusual and unexpected findings 
that did not directly answer the research questions but are related to Research Questions 1 and 2. 
Despite their low frequency when compared with the main themes, these unusual and unexpected 
findings are included because they help to explain the main findings and are incorporated into 
the discussion. 




• Finding 1d: 37% of the interview participants explicitly correlated their expectations 
of PVMs with their own pre-college background and training. 
• Finding 1e: 26% of the interview participants initially expressed that they did not 
have technical or musical expectations. 
• Finding 1f: 53% of the interview participants believe their expectations to be lower 
than those at conservatories and elite university music programs or that they cannot 
uphold the same expectations of violin professors at these types of institutions. 
• Finding 2e: Only 5% of the interview participants suggested a lack of talent as a 
possible reason why PVMs fall short of expectations. 
• Finding 2f: 58% of the interview participants believe that PVMs, private teachers, and 
other pre-college instructors (OPCIs) do not know what violin professors’ 
expectations are.  
• Finding 2g: 40% of the interview participants actively engage with their communities 
in an effort to communicate their expectations to PVMs, private teachers, and OPCIs 
in order to raise the overall violinistic abilities and skills of PVMs. 
• Finding 2h: 35% of the interview participants demonstrated deficit positioning in 
describing their perceptions of how PVMs are meeting their expectations. 
• Finding 2i: 9% of the interview participants were concerned that accepted PVMs who 
fall short of expectations may enter the professional music world as K-12 music 
classroom teachers or private teachers after graduation.  
The data were collected through an online survey and in-depth, semi-structured video 
interviews. Documentary materials were used to triangulate the findings for Research Question 
1.  




The findings indicate a clear disconnect between violin professors’ expectations and how 
PVMs are being prepared to meet them. This chapter aims to interpret the findings for each 
research question by attempting to explain what the findings mean. This chapter also describes 
limitations of the data. The findings for each research question are discussed collectively, 
followed by a discussion of the connections and overlaps between the various findings. The bulk 
of the data discussed are from the interviews as the participants provided rich, descriptive data. A 
review of the researcher’s assumptions, listed in Chapter I, is incorporated into the discussions. 
The discussion was generated from (a) looking within findings, across findings, and across cases, 
(b) how the findings relate to the original conceptual framework (re-presented in Figure 5.1) and 
theoretical framing, both outlined in Chapter I, and (c) how the extant research and literature 
may or may not support these findings. The chapter concludes with a summary of the discussions 
and a description of the revised conceptual framework.  
Figure 5.1  
The Original Conceptual Framework 
 
 





















Discussion of Findings for Research Question 1 
When asked to describe their expectations of potential violin majors (PVMs), both the 
interview and survey participants agreed that PVMs should have a solid technical foundation 
(Finding 1a) and work on repertoire aligned with their technical development (Finding 1b). 
Additionally, participants prefer PVMs to have the following personal attributes: open-
mindedness, teachability, a desire to improve, and a willingness to work hard (Finding 1c). In a 
broad sense, Finding 1a and Finding 1c have previously been uncovered in the research and 
supported by the theoretical framing of expertise used in this study; Jarvin and Subotnik (2010) 
created a model for classical musicians to develop expertise in three stages. In the first stage, 
moving from ability to competence, students should develop technical proficiency through 
instruction and demonstrate teachability. 
This discussion explores the influence of the master-apprentice tradition on violin 
professors’ expectations, participants who thought they had no expectations of PVMs, the 
connection between subject matter knowledge (SMK) and the interview participants’ 
institutions’ audition websites, and the personal attributes that the participants in this study value 
in PVMs. Limitations of the data are also discussed. 
The Influence of the Master-Apprentice Tradition  
It came as no surprise to the researcher that participants agreed about their technical and 
repertoire expectations for PVMs (Finding 1a and Finding 1b). Among the five assumptions 
made about the study, outlined in Chapter I, the first assumption was that “Violin professors will 
generally agree on their expectations of PVMs” (p. 29); the data collected support this 
assumption.  




One possibility that might explain why participants agreed about their violinistic 
expectations may be the standard canon of violin repertoire which reaches back to the Baroque 
Era (circa 1600-1750). To perform these pieces to a high level, violinists must have the requisite 
technical abilities. This is shown in the literature: 
More precisely, instead of being absorbed with coordinating bowing and fingering, 
and being distracted by upcoming difficult passages, technically skilled violin players 
may devote their full attention to the act of “making the notes sound like music”. . . good 
technique should make it much easier for the violin student to focus on the particular 
musical-interpretive characteristics. (Johansson, 2015, p. 129) 
 
Another related explanation could be the need for PVMs to eventually fulfill the National 
Schools of Music (NASM) outcomes for undergraduate music degree holders, which include 
technical skills developed to an “appropriate” level and a knowledge of the violin repertoire and 
the ability to play from a wide range of it (NASM, 2020, p. 102). This study’s data did not reveal 
the individual participants’ goals for violin majors upon completing the baccalaureate degree 
beyond fulfilling the NASM outcomes. 
Another reason participants’ expectations are aligned is perhaps due to the likelihood that 
violin professors have had similar training. While several prominent schools of violin playing 
emerged in the 18th century, including the Franco-Belgian, German, and Russian schools (Han, 
2019), most violin professors can probably trace their lineage back to the same 17th-century 
teacher: Arcangelo Corelli (McVeigh, 1992/2011; Milsom, 2003; Swartz, 2003). Corelli’s 
“teaching initiated the first major school of violin playing, the violinistic descendants of which 
can loosely be traced down to the present day” (McVeigh, 1992/2011, p. 50). This may explain 
why the technical requirements remain similar from participant to participant. The data did not 
reveal how the physical technique of executing these requirements may differ from school to 
school of violin playing, nor to which school of violin playing the participants may ascribe. 




The researcher was unable to find literature supporting the training, background, and 
experiences of violin professors, possibly due to the secrecy of the master-apprentice tradition. 
Although the data from this study did not explore violin professors’ own training, it likely would 
have included regular private lessons from a young age, participation in chamber ensembles and 
youth orchestras, followed by rigorous study at a conservatory or top university music program 
working with a well-known violin pedagogue. This can be inferred from the literature which 
suggests that aspiring professional violinists should participate in pre-college activities including 
private lessons, chamber ensembles, and orchestra (Cranmore et al., 2019; Hallam & Gaunt, 
2012; Herndon, 2015; Reel, 2006; Schuler & Schuler, 2020; Talbot, 2000).  
In Finding 1d, 37% (n = 16) of the interview participants explicitly correlated their 
expectations of PVMs with their own pre-college background and training. This finding indicates 
that these participants may be supporting the perpetuation of the master-apprentice tradition. As 
Robert, one of the interview participants, said, “I expect the students to be prepared the way I 
was when I was auditioning for schools, quite honestly.” Now that these violin professors are the 
“masters,” they continue to have the same expectations of PVMs, who can be considered 
apprentices. The study does not reveal whether participants are knowledgeable of the master-
apprentice style of knowledge transfer or if they are cognizant of their own experience with and 
continuation of the master-apprentice tradition. 
Participants with “No” Expectations 
Although both the interview and survey participants generally agreed about their 
violinistic expectations of PVMs, Finding 1e described one type of interview participant that 
stood out when detailing their expectations: those who initially stated that they did not have any 




expectations (26%, n = 11). However, after further probing, these participants revealed that they 
did indeed have expectations, thus disproving their initial self-perceptions.  
The interview participants may have initially claimed to have no expectations because 
their SMK is so deep that they take their knowledge and expectations for granted. They may 
assume that PVMs, private teachers, other pre-college instructors (OPCIs), and others also have 
the same knowledge and expectations. According to Burwell (2013), in the master-apprentice 
tradition of instrumental music teaching, “experiential knowledge is an essential feature of 
apprenticeships, in which skills rather than propositional knowledge are to be cultivated” (p. 
279). Violin apprentices-turned-professors may have internalized their skills to such a high 
degree that they may not realize that PVMs and private teachers may not have had similar–or 
any–experiences learning violin in the master-apprentice tradition.  
Alternatively, the interview participants who claimed not to have any expectations may 
have had to lower them over time to the point that they considered themselves to no longer have 
expectations. Their lowered expectations may seem non-existent, especially in comparison to 
violin professors at conservatories and elite university music programs. Finding 1f from this 
study somewhat supports this explanation: 53% (n = 23) of the interview participants believed 
their expectations to be lower than those at conservatories and elite university music programs or 
that they cannot uphold the same expectations of violin professors at these types of institutions.  
Subject Matter Knowledge and Audition Websites 
 In line with the interpretation that violin professors take their expectations for granted is 
the discrepancy between what is listed on the interview participants’ institutions’ audition 
websites and what they described as their expectations. Interview participants described the 
sequencing of repertoire, supported by technical work, that PVMs should learn prior to preparing 




the items listed on their institutions’ audition websites. However, any visitor to an institution’s 
audition website would only see specific pieces and technique listed, with no information about 
how a PVM should develop the abilities to perform these items.  
Additionally, many websites do not detail what violin professors are assessing in 
auditions when PVMs perform. For example, this study’s findings show that participants expect 
PVMs to perform their audition repertoire at a high performance standard, as exemplified by 
participants’ preference that PVMs perform less advanced repertoire at a higher performing 
standard than more advanced repertoire at a lower performing standard (p. 127). The data did not 
confirm what exactly constitutes a high standard of performing. Some aspects of a high standard 
of performing emerged as part of Finding 1b, with quality of tone production (70%, n = 30) and 
secure intonation (35%, n = 15) occurring most frequently in the interviews even though 
participants were not directly asked to define a high standard of performing. While this 
information is evident to violin professors and those with SMK, they should not take for granted 
that PVMs, private teachers, and OPCIs are aware of these expectations or have SMK. This 
aligns with the original conceptual framework which depicts knowledge of professors’ 
expectations by PVMs, private teachers, and OPCIs to be either unknown or misunderstood. 
It would appear that the information on participants’ institutions’ audition websites is 
intended for people with the necessary expert knowledge. This can be interpreted as an 
assumption on the part of violin professors that PVMs are working with somebody with the 
required SMK to both provide the optimal sequencing of repertoire and technique as well as 
understand violin professors’ high performance expectations. Again, this may be tied into the 
closely-guarded master-apprentice tradition, the hallmark of which has been described as “a 
private affair” (Gaunt, 2013, p. 51), and a “secret garden” (Burwell et al., 2019, p. 372).  




PVMs’ Personal Attributes Compensate for Low Violinistic Skills 
Finding 1c, that 100% (n = 43) of the interview participants prefer to work with PVMs 
who demonstrate open-mindedness, teachability, a desire to improve, and a willingness to work 
hard, was an emergent finding. The interview participants may have been attempting to mitigate 
their attitudes regarding their perceptions that more than 50% of PVMs are unprepared. Violin 
professors likely find it easier to remediate PVMs who are more, in their words, “teachable.” 
Teachability aligns with the theoretical framing of expertise used in this study, as outlined by 
Jarvin and Subotnik in their framework. It is described as an “essential quality in young students 
and often determines whether or not” applied music professors accept students at the university-
level (Jarvin & Subotnik, 2010, p. 81). 
Teachability and the other personal qualities listed above are desirable in PVMs to 
compensate for under-developed violinistic skills. These attributes are in line with research that 
states, “higher education should be accessible to any student who exhibits a desire and 
commitment to learn” (NCPI, 2002, p. 17).  
Summary of Research Question 1 Discussion 
 The participants in this study share similar expectations of PVMs, which can be traced 
back to the origins of violin pedagogy in the 17th century. The data suggest that the interview 
participants seem to take for granted that PVMs, private teachers, and OPCIs know their 
expectations because these expectations seem obvious to the professors. However, participants 
and their institutions provide little to no publicly available information detailing these 
expectations. The results indicate an overall lack of transparency about violin professors’ 
expectations and how PVMs are assessed. This divide between violin professors’ expectations 




and knowledge of their expectations by PVMs, private teachers, and OPCIs is shown in the 
original conceptual framework.  
A limitation of this study is the incapacity to clearly define high performance standards 
because the researcher did not probe further when the interview participants stated that they 
expected PVMs to “play well” or to a “high standard.” The researcher also failed to include 
questions about how PVMs are assessed based on violin professors’ expectations. This reveals a 
previously unknown assumption on the researcher’s part that demonstrates the internalization of 
SMK that results in taking for granted that what performance standards are and how they are 
assessed in PVMs are obvious. 
Discussion of Findings for Research Question 2 
 When asked to describe how potential violin majors (PVMs) meet their expectations, 
both the interview and survey participants perceived that less than 50% demonstrate a solid 
technical foundation (Finding 2b) and less than 50% perform level-appropriate repertoire 
(Finding 2c). This was predicted in the original conceptual framework, which shows only a small 
overlap between violin professors’ expectations and their perceptions of PVMs’ readiness. 
Participants also acknowledged that they accepted PVMs who fell short of their violinistic 
expectations (Finding 2a). This discussion focuses on investigating why so many PVMs’ pre-
college training is perceived to be inadequate and the potential consequences of what happens 
when the participants in this study are forced to accept PVMs whom they perceived to fall short 
of violinistic expectations. 
Talent is Rarely a Factor, but Adult Guidance is Crucial 
As described in Finding 2e, only 5% (n = 2) of the interview participants suggested a lack 
of talent as a possible reason why PVMs fall short of expectations. Twenty-six percent (n = 11) 




of the interview participants believe PVMs can be taught or nurtured to develop the violinistic 
abilities to meet violin professors’ expectations. This is in line with the theoretical framework by 
Jarvin and Subotnik (2010) who posit that “abilities can be developed into expertise, and beyond 
that, elite talent” (p. 79). Other research indicates a move away from labeling or conceptualizing 
talent as a fixed quantity or an innate genetic predisposition and towards recognizing that 
“fulfilling a potential for high ability rests on the complex relationship between genetic 
predispositions and environmental factors” (Jaap & Patrick, 2015, p. 262). Innate talent is a 
uniquely Western concept, considering that many other cultures believe that “all human beings 
are musical and can develop musical ability” (Shouldice, 2019, p. 190). A limitation of the study 
is that the researcher did not probe for a clear definition of “talent” when the interview 
participants introduced the term. 
Rather than talent or a lack of talent being the reason PVMs do not meet their 
expectations, the data suggest that the quality and quantity of expert adult guidance are why 
PVMs do not meet violin professors’ expectations. Research in gifted education suggests that 
subject-specific mastery, in this case, developing violinistic skills, requires “special educational 
programming” (Matthews & Foster, 2005, p. 66). Additionally, research in music education 
shows that teachers play a large role in developing and nurturing students’ musical abilities (Jaap 
& Patrick, 2015; Lehmann & Kristensen, 2014; Shouldice, 2019; Shuler & Shuler, 2020).  
In this study, the data indicated that participants perceived a lack of adequate adult 
guidance in two main areas: poor private teaching and a lack of access to musical resources, 
including private lessons. Poor private teaching is addressed in detail in the discussion of the 
findings for Research Question 3. Participants suggested a lack of access to musical resources 
resulted from two factors: geography and socioeconomic status (SES) of PVMs.  




Geographical issues that participants described included isolation from cultural and 
metropolitan centers where expert private teachers can be more easily found, a lack of string 
music programs in K-12 schools, quality and qualifications of K-12 classroom music teachers, 
and the overall level of education and exposure to classical music of parents (p. 185). The 
literature supports the data in suggesting that geography is a factor because experts “tend to 
cluster into particular geographical locations … the underlying causes of such clustering involve 
a host of social, political, economic, and cultural factors” (Simonton, 2018, p. 318). 
Forty-four percent (n = 19) of the interview participants noted the expense of private 
lessons, especially with well-respected violin teachers, and acknowledged that serious violin 
study requires a significant financial investment for families (p. 186). In addition to lessons, 
there are the costs of the instrument and its upkeep, as well as fees to participate in activities 
such as youth orchestra. Research supports the impediment of SES to PVMs:  
the socio-economic conditions of a young musician’s family constitute obvious factors 
that influence the choice of a teacher, the quality of the instrument played, and other 
possibilities afforded to the learner. (Lehmann et al., 2018, p. 536) 
 
The PVMs Who Are Perceived to Know Expectations 
While this study primarily focuses on PVMs who do not to meet violin professors’ 
expectations, there are a significant number of PVMs who are both aware of and meeting 
expectations. Fifty-three percent (n = 23) of the interview participants stated that PVMs who met 
or exceeded their expectations did not attend their institutions, choosing instead to attend elite 
university music programs and conservatories (p. 141). There appeared to be an assumption 
among professors that PVMs aiming to attend elite university music programs and conservatories 
were aware of expectations and were successfully meeting them in their pre-university training. 
For example, at widely recognized programs, such as the Curtis Institute and the Juilliard School, 




expectations are tacitly clear. The interview participants perceived that PVMs seem to have a 
clearer sense of what violin professors’ expectations are at prestigious musical institutions. The 
data from this study do not explain why interview participants perceived that PVMs may know 
what expectations are for elite music programs but are not equally aware of the participants’ 
expectations.  
 The interview participants suggested that PVMs who met or exceeded their expectations 
had several years of private lessons with well-regarded violin teachers, came from families with 
backgrounds in classical music, and/or came from high-SES families (p. 186). This aligns with 
the theoretical framing of expertise acquisition used in this study. Research that states the 
development of high ability in a particular area of expertise such as violin performance is 
achieved when three factors are fulfilled: (a) a family background in which there is a history of 
expertise in music or high-SES, (b) specific education and training including private instruction 
over a multi-year period, and (c) a sociocultural context that includes access to experts and 
teachers (Bennett, 2008/2016; Gruber et al., 2008; Hallam, 2013; Lehmann et al., 2018; 
Lehmann & Kristensen, 2014; Shuler & Shuler, 2020; Simonton, 2018). Issues of inequity and 
access are clear when contrasting PVMs who meet expectations with those who do not.  
Family background: SES and cultural capital. The data and literature indicate that 
PVMs’ ability to meet expectations primarily hinges on their parents’ SES and cultural capital. 
The literature shows that students from low-SES families are less likely to have the opportunity 
to start learning an instrument at an early age, putting them at a further disadvantage in 
comparison to their wealthier peers (Hoffman, 2013). Interview participants Patrick, Henry, 
Maria, and others (p. 186) noted the advantages that wealthier PVMs have, which include being 
able to: (a) afford lessons with private teachers who have proven records of success, (b) purchase 




fine violins and the associated costs of upkeep, (c) not need after school jobs and therefore can 
devote more time to practicing, (d) have one parent stay home to support the PVM, and (e) work 
with high-caliber guest teachers.  
 The literature and data also suggest that PVMs would benefit from extracurricular 
activities including attending classical music concerts, participating in youth orchestras and 
chamber music groups, attending summer music festivals and camps, and undertaking study of 
piano and academic music subjects (Cranmore et al., 2019; Hallam & Gaunt, 2012; Herndon, 
2015; Reel, 2006). The fees and costs associated with these activities exclude PVMs from low-
SES families from participating in these formative experiences. 
 Finding 3c noted some of the cultural barriers in PVMs’ families (p. 178) that may be 
related to the family’s education, musical background, and SES. Bordieu (1984) used the term 
cultural capital to describe how culture impacts social position, which can be “inherited from the 
family or acquired at school” (p. 13). Cultural capital, as it is defined through the western 
European lens, places value in the “high aesthetics” (Bordieu, 1984, p. 6) of the western cultural 
archive, including Classical music, dance, theater, art, and architecture. Paradoxically, while 
Bordieu stated that cultural capital can be gained through education, student success in 
institutional education in the United States is often dictated by the student’s family’s existing 
cultural capital (Davis, 2014).  
Bordieu (1984) noted that studying a musical instrument “presupposes a cultural capital 
generally acquired outside of the educational system” (p. 14), meaning that a PVM whose family 
is unaware of the tradition of acquiring violinistic expertise through private lessons will struggle 
to gain access to the resources needed to succeed. The tradition of violin study, performance, and 
teaching, as well as the violin repertoire, which has its roots in the European Renaissance (Kite-




Powell, 2007), are deeply entrenched in the western cultural archive. Cultural capital does not 
only exclude families of non-western European origin, but it also excludes “lower class” (Davis, 
2014, p. 42) families who have not been exposed to Classical music. PVMs from these families 
may struggle to gain a foothold in preparing to meet professors expectations because their 
environment may not value western European “high culture” (Bordieu, 1984, p. 29). Violin 
professors may unintentionally act as gatekeepers, which is demonstrated in their comments in 
“Sociocultural Background” in Finding 2e (p. 186), dismissing students whose low cultural 
capital may have prevented them from accessing the resources they need to meet professors’ 
expectations. 
 Bloom (1985, as cited by Sosniak, 2006), an early researcher of talent in young people, 
said, “We were looking for exceptional kids and what we found were exceptional conditions” (p. 
289). This statement would appear to support the data that PVMs who met or exceeded violin 
professors’ expectations had access to more and better resources and came from high-SES 
families with significant cultural capital. These PVMs were not perceived to have more talent 
than PVMs who did not to meet expectations. 
Meeting Unknown Standards 
The participants unanimously stated that they perceived more than 50% of PVMs fall 
short of violin professors’ expectations (Finding 2b). Similarly, more than 50% of all participants 
stated that they have heard PVMs perform repertoire beyond their technical ability (Finding 2c). 
These findings support two of the assumptions listed in Chapter I, which were “2. Many PVMs 
fall short of violin professors’ expectations” and “5. The solo pieces that teachers assign PVMs 
are poorly sequenced and are not supplemented with adequate technical development.” (p. 29). 
PVMs may not develop a solid technical foundation nor perform level-appropriate repertoire due 




to a lack of communication and a lack of subject matter knowledge (SMK) and pedagogical 
content knowledge (PCK) on the part of private teachers. The SMK and PCK of private teachers 
are addressed in detail in the discussion of the findings for Research Question 3.  
Lack of Communication 
In general, the data collected for this study show an absence of communication of violin 
professors’ expectations to PVMs and the people who prepare them. The boundary between 
violin professors and PVMs, private teachers, and other pre-college instructors (OPCIs) is shown 
in the original conceptual framework. The most likely reason why so many PVMs were 
perceived to fall short of violin professors’ expectations is that PVMs and the people who 
prepare them do not seem to know what they are. This is in line with prior research into higher 
education; “while everyone agrees that improving [postsecondary] educational performance 
entails more concerted interactions with primary and secondary schools, the linkages between 
them remain weak” (NCPI, 2002, p. 3). In the case of violin study, private teachers, along with 
K-12 classroom music teachers, should be included in these interactions. PVMs, private teachers, 
and OPCIs likely do not know violin professors’ expectations because violin professors may not 
have provided details of their expectations to people outside of their master-apprentice 
relationships. Research into success in classical music performance suggests that PVMs “would 
benefit from established professionals and gatekeepers making their tacit knowledge of what 
matters … more explicit” (Jarvin & Subotnik, 2010, p. 79).  
The lack of publicly available audition information beyond what is detailed on interview 
participants’ institutions’ websites may explain why the participants in this study perceived that 
less than 50% of PVMs meet their expectations (Finding 2a and Finding 2b). As described in 
Chapter IV, survey and interview participants stated the importance of scales, arpeggios, études, 




exercises, setup, and posture as the central tenets of a solid technical foundation (Finding 1a). 
Survey and interview participants also stated that private teachers should carefully select 
repertoire aligned with PVMs’ technical development (Finding 1b). However, PVMs researching 
audition requirements to major in violin at university would not learn this information from 
participants’ institutions’ audition websites nor learn how audition performances are assessed (p. 
112, p. 116, p. 120, p. 131). This ties back into the discussion of the findings for Research 
Question 1, which postulates violin professors may take their SMK for granted. Violin professors 
may assume that PVMs, private teachers, and OPCIs have the SMK to help PVMs build a solid 
technical foundation to meet the requirements listed on the interview participants’ institutions’ 
audition websites. Fourteen percent (n = 6) of the interview participants initially assumed that 
the information provided on their institutions’ audition websites presented adequate information 
for PVMs (p. 112). After the researcher compared what the interview participants said to what 
was listed on their institutions’ audition websites, these interview participants realized that their 
institutions’ audition websites did not actually list the various aspects of a solid technical 
foundation they described in Finding 1a. 
Rethinking the Master-Apprentice Tradition 
There is clearly a problem in communicating violin professors’ expectations as 
exemplified by the data: less than 50% of PVMs were perceived to meet their technical 
expectations (Finding 2b), less than 50% performed level-appropriate repertoire (Finding 2c), 
and 58% (n = 25) of the interview participants believe that their expectations are unknown to 
PVMs, private teachers, and OPCIs (Finding 2f). This lack of communication on the part of 
violin professors may be ascribed to the secrecy of the master apprentice tradition. Violin 
professors are likely accustomed to working only in isolation, given that they began their own 




training in a one-on-one setting at a young age and continue to work in this dyad; they “have had 
so few opportunities to share their ideas … through workplace contact … and the institution that 
houses them” (Burwell et al., 2017, p. 15).  
When PVMs were perceived to fall short of expectations, participants could be grouped 
into two categories regarding the responsibility of communicating their expectations. Some 
professors actively strive to improve the status quo, and others appear to have passively accepted 
the status quo by accepting the disconnect between their ideal expectations and reality.  
Finding 2g shows that 40% (n = 17) of the interview participants actively engage with 
their communities to communicate their expectations to PVMs, private teachers, and OPCIs in an 
effort to raise the overall violinistic abilities and skills of PVMs. See page 188 for a detailed 
description of the activities that these participants undertake. These activities deliberately pivot 
away from the teacher-centered “secret garden” (Burwell et al., 2019, p. 372) of the master-
apprentice tradition. These professors are sharing their expertise and knowledge with local 
communities outside of the one-on-one lesson setting. The data did not reveal the motivation 
behind this shift from the traditional master-apprentice style of knowledge transfer towards a 
broader and more inclusive method of sharing knowledge. The data also do not reveal whether 
these activities have improved PVMs’ performance levels even if they are still perceived to fall 
short of violin professors’ expectations. Since their first year teaching at the university level, 
violin professors perceived that 60% of PVMs were performing at a higher level (p. 136). 
However, the data did not reveal a direct causal relationship between the increase in PVMs’ 
performing ability and the impact of violin professors’ efforts to share their knowledge with their 
communities.  




 In contrast, 30% (n = 13) of the interview participants spoke at great length and in great 
detail about the perceived shortcomings of PVMs and the people who prepare them. At the same 
time, they did not provide any strategies or describe any current undertakings to improve the 
situation. This mindset seems to stem from a teacher-centered approach and a passive attitude 
about their own roles and responsibilities regarding PVMs. It may not occur to violin professors 
that PVMs, private teachers, and OPCIs may not know expectations because these populations 
may either be (a) be part of a master-apprentice dyad that lacks expertise or (b) not in a master-
apprentice dyad at all. Violin professors, deeply entrenched in the master-apprentice tradition, 
may not even realize may be “reluctant, defensive, or even secretive about sharing” (Burwell et 
al., 2017, p. 16).  
These professors’ passivity may be based in their own personal histories as violin 
students working with distinguished violin pedagogues whose reputations were able to attract 
high-quality students and the competitive admissions standards of the prestigious music schools 
they likely attended. These institutions would have 
traditionally received many more applicants than they had places available, and 
competition for places was reflected in a correspondingly high level of performance 
standard. (Bennett, 2008/2016, p. 81) 
 
These professors do not seem to have reconciled the reality of their current positions with their 
former teachers’ exalted positions.  
Deficit Positioning 
One of the potential negative consequences of the master-apprentice tradition may be 
deficit positioning. When the “master” has a role of unquestioned authority and dominance, the 
power imbalance can create a negative atmosphere, which can influence the violin professor 
outside of the studio. This imbalance of power “cannot be regarded merely as a matter of 




individual personalities … [it] embod[ies] assumptions about cultural aims and values” (Burwell 
et al., 2017, p. 7). All (n = 13) the passive violin professors and 12% (n = 2) of the active 
professors demonstrated deficit positioning by focusing on complaining that their expectations 
are not widely known and about the ways in which PVMs have not met their expectations 
(Finding 2h). Violin professors who view students through the lens of their deficits “position 
themselves as transmitters of required content and ‘gap-fillers’ in student knowledge and skills. 
Understanding students as ‘deficient’ then frames the patterns” (Rogers et al., 2015, p. 1) of their 
teaching. This aligns with the data that show that violin professors expect to engage in remedial 
work (49%, n = 21) and fill in skill gaps (35%, n = 15) once PVMs begin university-level study 
(p. 189). Some of the interview participants who demonstrated deficit positioning in their 
responses were still able to provide suggestions for communicating their expectations to PVMs, 
private teachers, and OPCIs. However, they may not be currently engaging in these activities 
themselves, nor did they state any intention of incorporating these ideas in the future. 
The researcher acknowledges her own tendencies toward deficit positioning throughout 
this study, which did not come to light until conducting the interviews, speaking with violin 
professors who had more extreme deficit positions, and writing memos. In fact, it was her own 
deficit positioning that inspired this study. In the process of conducting interviews, the researcher 
became aware that some professors were negative and some were neutral about their perceptions 
that more than 50% of PVMs were not meeting their expectations. While writing memos, she 
realized that she identified more with the participants who demonstrated deficit positioning.  
The researcher realized that her deficit position was an inheritance from time as a violin 
student when her teachers would focus only on the issues in problems in her performance 
without acknowledging her gains. In her own teaching practice, the researcher justified her 




deficit positioning (of which she was unaware until this study) through her belief that there was 
not enough time to dwell on her students’ improvement as there were so many gaps in their 
knowledge that she sought to fill. In hindsight, the researcher did not realize that because her 
own training did not include praise, it did not occur to her that her own students might benefit 
from more enthusiastic and explicit approval. 
The researcher also became aware of the prevalence of deficit positioning among her 
violin professor colleagues, not just in this study. The Heifetz video (pastrocchio90, 2006), 
introduced by a participant in Finding 2h, is considered to be an attempt at humor by the great 
violinist; the audience in the video bursts into frequent laughter. Upon first viewing of this video 
(several years prior to this study), the researcher and her friends found Heifetz’s imitation of a 
PVM to be hilarious; the comments below the video agree. In rewatching the video when the 
participant mentioned it, the researcher found herself horrified and appalled; there is no purpose 
to Heiftez’s behavior beyond mockery and cruelty. The public reception to this video is a perfect 
example of violinists’ deficit positioning. Further study on deficit positioning in applied 
professors in music is recommended, and whether it is more common amongst violinists than 
other instrumentalists.  
Consequences of Being Unable to Uphold Standards 
Due to the pressure that violin professors are under to maintain full teaching studios, 58% 
(n = 57) of the survey participants and 98% (n = 42) of the interview participants stated that they 
admitted PVMs who did not meet their violinistic expectations (Finding 2a). This aligns with 
recent research that indicates that administrators’ enrollment targets or financial concerns may 
override applied music faculty’s acceptance standards (Payne & Ward, 2020). Today’s violin 
professors must  




actively recruit students in order to meet target student numbers. No longer can they set a 
benchmark and select only students who surpass it, resulting in the diminishing standards 
evident at many institutions. (Bennett, 2008/2016, p. 81) 
 
Three possible outcomes of accepting PVMs who are perceived to fall short of violin professors’ 
expectations may perpetuate this issue. 
One possible outcome is that violin professors may become caught in a cycle of 
auditioning, accepting, and graduating violin majors who continuously fall short of their 
expectations. While this study’s focus does not address what occurs in the university applied 
violin studio, the literature shows that violin professors strive to impart SMK to their students 
(Duke & Chapman, 2011/2016; Mio, 2018, 2019). Accepting PVMs who fall short of 
expectations may prevent violin professors from imparting as much SMK to them when 
compared to PVMs who meet or exceed expectations. 
Another potential consequence of accepting PVMs who do not meet violinistic 
expectations is what may happen after entering the professional music world as K-12 classroom 
music teachers or private teachers after completing their undergraduate degrees. If these PVMs 
have not been “remediated” or “caught up” by graduation, they will not be adequately equipped 
to prepare future PVMs (Finding 2i). 
The National Associations of Schools of Music (NASM) states that undergraduate music 
degree-holders should have 
the knowledge, skills, concepts, and sensitivities essential to the professional life of the 
musician … not only technical competence, but also broad knowledge of music and 
music literature, the ability to integrate musical knowledge and skills. (NASM, 2020, p. 
100) 
 
Bennett (2008/2016) points out that there is “no formal identification of those skills, concepts 
and sensitivities” (p. 60) which may result in a lack of uniform level of SMK among violin 
majors upon graduation.  




PVMs may be unaware that they fall short of violin professors’ expectations because they 
have been accepted into university violin studios and may not gain the requisite SMK by the time 
they complete their degrees. In such cases, they will lack the awareness and knowledge of what 
violin professors’ expectations are as they help future generations of PVMs prepare for 
university-level study. These violinists with undergraduate degrees may not have a high degree 
of SMK nor PCK. The literature acknowledges that music degree curricula in the United States 
focus primarily on performance and public school classroom music teaching (Bennett, 
2008/2016; Fredrickson, 2007a); “Training within a university context has led to inevitable 
conflict between academic and practical training requirements. Of concern within existing 
courses is the minimal emphasis given to teaching skill” (Bennett, 2008/2016, p. 67). 
There is a third possible outcome of accepting PVMs who participants perceived do not 
meet their expectations. Future PVMs, private teachers, OPCIs, and others may not be aware that 
violin professors’ actual expectations of performance standards are higher than what the students 
they are forced to admit can demonstrate. As a result, PVMs, private teachers, and OPCIs will 
continue to prepare for university-level violin study in the same manner they always have, 
without realizing that violin professors perceive it to be inadequate. 
The Discrepancy 
 On page 146, the researcher noted that the survey participants perceived that 57% of 
PVMs did not demonstrate technical skills that support the demands of the repertoire. However, 
they also stated that only 34% of PVMs performed repertoire and études that were too difficult 
thus showing their gaps in ability rather than showcasing their skills (Figure 4.13). These two 
percentages should have been in alignment because PVMs who do not demonstrate technical 
skills that support the demands of the repertoire are most likely performing repertoire and études 




that are too difficult. For an unknown reason, fewer PVMs performed repertoire and études that 
were too difficult than PVMs who did not demonstrate technical skills that support the demands 
of the repertoire. The data did not reveal why this may be and the data analysis was unable to 
hypothesize how this discrepancy emerged. 
Summary of Research Question 2 Discussion 
 The data indicated that the interview participants believe that PVMs are unable to meet 
their expectations because PVMs, private teachers, and OPCIs do not know what they are. The 
literature shows that communication between higher education and K-12 can improve. The data 
and literature provide explanations for the disconnect shown in the original conceptual 
framework between how PVMs are prepared and violin professors’ expectations. Additionally, 
analyses support the theory that talent is not a factor in whether PVMs meet violin professors’ 
expectations; the data suggest that the lack of knowledge of expectations in combination with a 
lack of resources are the reasons why PVMs are perceived to fall short. This data aligns with the 
research into high ability and skill acquisition which states that a sociocultural context with 
access to experts and teachers contributes to success (Bennett, 2008/2016; Gruber et al., 2008; 
Hallam, 2013; Lehmann et al., 2018; Lehmann & Kristensen, 2014; Shuler & Shuler, 2020; 
Simonton, 2018).  
The data also showed that the participants may not have clearly communicated the details 
of their expectations. Some interview participants actively engage in their communities in the 
hopes of sharing their expertise with PVMs, private teachers, and OPCIs while other interview 
participants remain insulated in their academic silos. The data did not indicate whether interview 
participants who engage with their communities have seen a positive impact on the technical 
development and repertoire selection of PVMs. Deficit positioning was observed in 35% of the 




interview participants, and the researcher recognizes her own deficit position throughout the 
study and her resulting effort to focus on what her students can do, compared to her prior focus 
on what her students could not do. 
There are three potentially adverse outcomes when violin professors accept PVMs who 
do not meet their expectations:  
(a) Violin professors may fall into a cycle of auditioning, accepting, and graduating 
violin majors who continuously fall short of their expectations,  
(b) Upon completion of the baccalaureate degree, former PVMs who become private 
teachers may not have enough SMK or PCK to prepare future generations of PVMs 
for university-level study, and 
(c) PVMs, private teachers, OPCIs, and others may continue to prepare for university-
level violin study in the same manner they always have since they do not know that 
violin professors perceive it to be inadequate. 
Discussion of Findings for Research Question 3 
Gruber et al. (2008) coined the term “persons in the shadow” (p. 238) to describe the 
people involved in a novice’s quest for expertise; they can include parents, teachers, mentors, 
and coaches. These adults  
play a critical role in designing practice activities, setting the goals for practice, 
motivating (often: forcing) individuals to engage in practice, breaking down complex 
performance into smaller units to be practiced, etc. (Gruber et al., 2008, p. 238) 
 
The data from this study suggested that the most influential persons in the shadow for potential 
violin majors (PVMs) are private teachers and K-12 classroom music teachers. Although other 
persons in the shadow that interview participants mentioned include parents, the focus of this 




discussion is on the role of the private teacher and impediments created by the K-12 music 
curriculum.  
The Private Teacher Dilemma 
 Both the interview and survey participants agreed that the most effective way for PVMs 
to prepare to meet violin professors’ expectations is to work with a private teacher (Finding 3a). 
This aligns with the theoretical framing of expertise used in this study which details the 
importance of private instruction in developing expertise or skill acquisition in a particular 
domain (Gruber et al., 2008; Lehmann & Kristensen, 2014; McPherson et al., 2017; Shuler & 
Shuler, 2020). Private teachers are also included in the original conceptual framework as a 
contributing factor towards PVMs’ readiness for university-level study. However, there is no 
clear definition of what makes a private violin teacher “good” or “qualified,” there is no direct 
way to find a private violin teacher, and private violin teachers do not require any credentials or 
qualifications. In addition, there is little to no curricular pedagogical training available to private 
teachers who have completed degrees in music. 
What Is a “Good” or “Qualified” Private Teacher?  
Despite the agreement that private instruction is crucial for PVMs to meet violin 
professors’ expectations, there is no clear agreed-upon definition of what it means to be a 
suitable, effective, or qualified private teacher. The data suggested that the participants have 
varying ideas about what qualities a “good” or “qualified” private teacher may have (p. 157); this 
is also shown in the literature. Duke (1999) noted that even though effective teaching is not 
explicitly defined in the literature, “observers nevertheless identify teaching effectiveness with 
high reliability” (p. 10). At the same time, the specific variables that various researchers observe 
as being crucial to effective teaching are not consistent. As Duke (1999) writes, “it seems clear 




that observers are quite capable of identifying good teaching when they see it … but the 
variables to which observers respond are not clearly understood” (p. 10). 
Chapter II summarized the research that observes common traits in effective instrumental 
teachers. However, two of the studies (Duke & Simmons, 2006; Parkes & Wexler, 2012) 
observed university-level teachers, and one study (Duke & Chapman, 2011/2016) observed a 
violin teacher at the Juilliard School working with both high school and university students. The 
findings from these studies may not necessarily be generalizable to PVMs, especially those who 
may have a late start in private instruction.  
Difficult to Find a “Good” or “Qualified” Private Teacher 
Forty-four percent of the interview participants (n = 19) could not confidently provide 
suggestions for how PVMs can find private teachers able to prepare them to meet violin 
professors’ expectations (p. 151). Violin professors, who are professionally networked around 
the world, cannot recommend how to find a private teacher. How can PVMs, with no experience 
or professional connections, find a private teacher? This struggle to find a suitable private 
teacher is also noted in the literature: 
Research that shows how teachers come into the lives of young musicians and their 
families is currently lacking, but would answer many questions regarding access to expert 
teachers. (Lehmann & Kristensen, 2014, p. 62) 
 
More recent research aligns with two of the suggestions that participants offered for finding a 
private teacher: asking K-12 classroom music teachers or violin professors at local colleges and 
universities for recommendations (Shuler & Shuler, 2020). 
Who Private Teachers Should Be Versus Who They Are 
All the interview participants believe that PVMs should work with a private teacher who 
is an expert violinist (Finding 3a). This aligns with the theoretical framing of expertise and 




effective teaching used in this study that states, “access to expert teachers and coaches have been 
viewed as a necessary condition in expert skill acquisition” (Lehmann & Kristensen, p. 60). 
Research shows that professional musicians “almost always have studied with a master teacher 
who has been an outstanding actor in the field and who has helped and supported others” (Gruber 
et al., 2008, p. 240). The survey data indicated that private teachers who prepare PVMs should 
have subject matter knowledge (SMK), degrees in music, pedagogical content knowledge (PCK), 
general pedagogical knowledge (GPK), and be able to model and demonstrate for PVMs at a 
high level, among other skills (p. 155). This logically follows Shulman’s (1986a) teaching 
framework that indicates SMK, PCK, and GPK as crucial to effective teaching, used in the 
theoretical framing of this study. The “Teaching Effectiveness Framing” subsection of Chapter I 
presents a thorough exploration of the literature defining the skills and abilities desirable for 
private teachers to have. 
Unfortunately, there appears to be a disconnect between who private teachers should be, 
in the participants’ eyes, and who they actually are. The researcher was unable to find any 
literature or prior research indicating who private teachers may be; this issue was introduced in 
Chapter I:  
One of the difficulties in researching private violin teachers and other pre-college 
instructors (OPCIs) is that no directory or database exists that provides a comprehensive 
listing of who these people may be. This is because no qualifications or credentials are 
required for private teachers and OPCIs. (p. 9)  
 The term OPCIs was coined for this study precisely because of the lack of information 
about who prepares PVMs to meet violin professors’ expectations. The literature provides one 
possible reason explaining why defining “qualified” private teachers is difficult; several 
researchers observe there is no oversight or accountability for private teachers (Fredrickson, 
Geringer, & Pope, 2013; Fredrickson, Moore, & Gavin, 2013). The data collected support this 




statement; the interview participants frankly acknowledged that unless they created their own 
network of private teachers or relied on word of mouth, they did not know or trust the training of 
private teachers in their local areas.  
Some participants also stated that people who claimed to be private teachers and had 
prepared PVMs were neither violinists nor musicians. These data support the fourth assumption, 
which was, “Often, private teachers or OPCIs who are helping potential violin majors prepare for 
university-level study may lack PCK and even SMK” (p. 29). Expertise theory (Ericsson, 1993; 
Jarvin & Subotnik, 2010) and Shulman’s (1986a) teaching framework, used in framing this 
study, would indicate that private teachers who are neither violinists nor musicians provide 
inadequate training for PVMs (Lehmann & Kristensen, 2014; Shuler & Shuler, 2020; Shulman, 
1986a). Non-violinists who teach private lessons to PVMs may be under the 
misconception that students can achieve mastery without proper guidance and instruction. 
While a child might have some innate musical abilities, the direction of proper 
mentorship is crucial in the learning and development process. Mentors that are 
accomplished in their field and understand the needs of a young learner can expedite 
mastery. (Shuler & Shuler, 2020, p. 6–7) 
 
Additionally, the question of whether these teachers genuinely understand the needs of younger 
learners is raised. Private teachers who are not aware of learning needs may not be providing 
developmentally appropriate instruction. As discussed earlier, they may not be providing 
appropriate repertoire choices to facilitate deep learning and skill acquisition. 
Learning to Teach 
The data did not provide information about how and where private teachers learn to teach 
violin lessons. The body of literature, explored in Chapter II, indicates that little to no curricular 
time in a music degree is dedicated to pedagogy in the private studio, despite research that shows 
many musicians teach private lessons, regardless of their musical training or background 




(Fredrickson, 2007a). Other researchers suggest that most private teachers learn to teach through 
trial and error and from their experiences as students in the master-apprentice tradition (Brand, 
1992/2010; Burwell, 2013; Burwell et al., 2019; Gaunt, 2013; Mills, 2004b, 2004c; Purser, 
2005). 
The Secrecy of the Master-Apprentice Tradition  
The absence of literature providing information for people who prepare PVMs was the 
basis of Research Question 3, which asked participants for advice for private teachers and OPCIs 
who prepare PVMs. Several survey participants were not interested in engaging with the research 
question of providing advice and suggestions to private teachers and PVMs (p. 167, p. 170). 
These participants refused to share their expertise and knowledge, stating only that “good” or 
“qualified” private teachers would already know how to prepare PVMs to meet violin professors’ 
expectations. The adjectives “good” and “qualified” were not quantified by the survey 
participants who used them. When the interview participants used the adjectives “good” or 
“qualified,” further probing sought to define what these terms meant. These survey participants 
exhibited the same passiveness as the teacher-centered interview participants discussed earlier.  
The data did not reveal why these survey participants were not forthcoming with advice 
and suggestions. The attitudes of these survey takers may be the result of the secretive nature of 
the master-apprentice relationship. This is supported by the literature: “the isolation of the studio 
has deep roots within the traditions of apprenticeship and … may all serve to disguise and 
perpetuate assumptions, attitudes and practices” (Burwell et al., 2017, p. 2). These professors 
may believe that their expertise is reserved solely for their current students, and information may 
be passed down only in this manner; “the walls that facilitate privilege of access for the 
individual student are what restrict access for others” (Burwell et al., 2017, p. 4).  




The secrecy of the master-apprentice tradition can lead to insecurity and competitiveness 
among violin professors who are often recruiting from the same pool of PVMs. This insecurity 
may be caused by the isolation of the master-apprentice tradition and the lack of formal training 
that violin professors receive prior to the start of their teaching careers (Burwell et al., 2017; 
Purser, 2005). Professors may keep their expectations secret because they may worry about 
losing PVMs to what they may consider to be “better” schools. This insecurity is demonstrated in 
the subsection “The PVMs Who Are Perceived to Know Expectations” of this chapter where 
participants note that PVMs who meet expectations often choose to attend different schools. 
Ultimately, this opaqueness surrounding expectations seems self-defeating as most 
participants stated that they perceived PVMs to fall short of expectations. Violin professors who 
are more confident and open about their teaching abilities will likely be less competitive with 
their peers and more successful at recruiting. It would seem that sharing and disseminating violin 
professor expertise would increase the likelihood of PVMs being prepared to better meet violin 
professors’ expectations.  
Why Doesn’t K-12 Music Education Prepare PVMs? 
 An emergent finding was that the interview participants (81%, n = 35) perceived a 
significant conflict between how violin is taught in the K-12 music curriculum and preparing 
PVMs to meet violin professors’ expectations (Finding 3c). This section discusses two aspects of 
the K-12 music curriculum and how it conflicts with violin professors’ expectations: the 
guidelines from the National Arts Standards (NCCAS) and the National Association for Music 
Education (NAfME) and adjudicated festivals and competitions such as All-State or All-Region 
Solo Competitions. 




The NCCAS describes its goals for music students into the following categories: (a) the 
arts as communication, (b) the arts as creative personal realization, (c) the arts as culture, history, 
and connectors, (d) arts as a means to wellbeing, and (e) the arts as community engagement 
(NCCAS, 2014, p. 10). These goals do not state anything regarding ability or skill acquisition 
that relates to violin professors’ expectations. 
When comparing violin professors’ expectations and NAfME’s advanced level task 
which is designed for “collegiate study in music” (NAfME, n.d.b, p. 3), there is little alignment. 
The NAfME task is a 15-20 minute solo and/or small ensemble recital where students are 
expected to understand the theoretical and structural components of the music performed. There 
is no mention of the technical abilities required or standard of performance. In comparison, both 
interview and survey participants stated that PVMs require specific technical skills to be ready 
for university-level study. Also, the classroom setting of K-12 music is not the one-on-one 
private lesson setting that violin professors, the literature, and theoretical framing of this study 
recommend for PVMs. 
An important part of the K-12 music curriculum is preparing for and performing at All-
Region, All-State, or other adjudicated competitions and festivals (Pope & Mick, 2018). Each 
state has its own requirements though not every state includes a solo performance component for 
strings; some states publish repertoire lists and may require one or two scales. When participants 
in this study were asked to recommend sources to help PVMs choose suitable repertoire, none 
recommended their state music educator websites (p. 170). Additionally, some interview 
participants view All-State and related adjudicated competitions and festivals as problematic (p. 
177). 




The research into ratings of K-12 student musicians’ performances at solo performance 
assessment events finds that adjudicators of K-12 music festivals and competitions tend to inflate 
scores (Boeckman, 2002; Pope & Mick, 2015, 2018). While high scores may increase students’ 
self-esteem and motivation, there are several negative effects of score inflation (Boeckman, 
2002). Pope and Mick (2018) address the problems that arise from score inflation, which include: 
(a) PVMs equate performing difficult repertoire with being a competent violinist, (b) PVMs 
falsely believing that they have mastered technical skills, and (c) PVMs mistakenly believe that 
they perform at a high level and therefore may erroneously think that they are well-prepared to 
undertake university-level violin study. 
Twenty-three percent of participants do not think that participating in these types of 
events prepares PVMs for university-level study (p. 177). Specifically, due to undeserved high 
scores at adjudicated festivals and competitions, 
high school musicians do not discover the necessity to improve intonation, strengthen 
rhythmic precision, produce clean articulations, emphasize phrasing, improve balance, 
perform with good posture, or add the intangible aspects of musicality not indicated in 
the score. (Pope & Mick, 2018, p. 36) 
 
 There may be a lack of clarity in the purpose and learning outcomes of the K-12 music 
classroom to PVMs; for example, high school students who take and perform well in other Grade 
12 classes such as History, Math, Physics, English, and Chemistry may safely assume that they 
are ready to major in these fields in university. By generalizing, students who do well in K-12 
Music Performance classes may incorrectly make the same assumption that they are ready for 
university-level music performance study. The data did not reveal whether PVMs are aware of 
the NCCAS goals for students and that these goals are incongruous with violin professors’ 
expectations, nor did the data reveal whether K-12 classroom music teachers are aware that their 
learning outcomes are incongruous with violin professors’ expectations. The data also did not 




reveal whether PVMs and K-12 classroom music teachers are aware of the potential negative 
consequences of participating in adjudicated competitions and festivals when scoring is often 
inflated, and the recommended repertoire is not developmentally appropriate. Not only do K-12 
music classes appear to prepare PVMs inadequately for university-level study, but some of the 
participants in this study perceived that these music classes can be counterproductive to 
preparing PVMs for university-level study. 
 The literature supports the finding that the K-12 music curriculum does not prepare 
PVMs for university-level study; Shuler and Shuler (2020) write that 
the role of a school music teacher is to provide instruction to a class of students. In an 
effort to advance the many, teachers likely will not have time built into their schedules to 
work with students in a one-on-one setting. A mentor functioning as a private instructor 
is able to provide specific guidance … that might not be presented in a larger ensemble 
setting. (p. 5) 
 
Literature in higher education also supports this disconnect between K-12 education and higher 
education and suggest that universities bear the responsibility for aligning educational goals:  
Nor have policymakers developed a meaningful link between their rhetorical support 
of K-12 education and their definition of the obligations colleges and universities bear for 
the quality of public schools. (NCPI, 2002, p. 7)  
 
Recent research suggests that university music faculty are generally unaware of the details of the 
K-12 music curriculum (Payne & Ward, 2020). The data did not reveal whether the participants 
of this study are aware of the details of the K-12 music curriculum, even as 81% of the interview 
participants (n = 35) perceived that it does not prepare PVMs for university-level violin study. 
The data did not reveal whether K-12 classroom music teachers or PVMs are aware that the K-12 
music curriculum does not adequately prepare PVMs to meet violin professors’ expectations. 




Summary of Research Question 3 Discussion 
 The main issues that arose from the findings for Research Question 3 were the difficulty 
of finding private teachers, the resistance of violin professors to provide advice for private 
teachers, and the conflict between the K-12 music curriculum and violin professors’ 
expectations. The data and literature indicate the most effective way for PVMs to meet violin 
professors’ expectations is through one-on-one instruction with a violinist who has SMK and 
PCK. The data showed that there are problems in identifying private teachers with SMK and 
PCK and the literature shows that there are few formal opportunities for private teachers to gain 
PCK. The data did not indicate why some survey participants were unwilling to share their 
expertise with private teachers and OPCIs, but it may be related to the secrecy of the master-
apprentice tradition. Lastly, the conflict between the K-12 music curriculum and violin 
professors’ expectations is shown in the data and supported by the literature. 
Discussion of Connections Between the Findings 
 This study demonstrates a clear disconnect between violin professors’ expectations and 
how potential violin majors (PVMs) are being prepared to meet them. There appear to be three 
major factors that may be the cause of this disconnect:  
1. Assumptions on the part of violin professors,  
2. A lack of communication and collaboration between all parties: professors, PVMs, K-12 
classroom music teachers and OPCIs, and private teachers, and 
3. The difficulty in finding private teachers and a lack of oversight as to what makes a 
private teacher “qualified.”  
Analyses suggest that these factors can be tied to the master-apprentice tradition and may be 
partially explained through expertise theory, which was used to frame this study. 




Violin Professor Assumptions 
 Thirty percent (n = 13) of the interview participants in this study inadvertently assumed 
that PVMs know that they need to work with a private teacher. This indicates that they may be so 
entrenched in the master-apprentice tradition that they assume that PVMs are already 
“apprentices” working with a “master.” The researcher’s own third assumption listed in Chapter 
I aligns with this participant assumption: “The majority of PVMs work with a private teacher for 
at least one year before entering university” (p. 29). 
Fourteen percent (n = 6) of the interview participants initially assumed that the 
information provided on their institutions’ audition websites presented adequate information for 
PVMs (p. 112). However, after further probing, most participants acknowledged that their 
institutions’ audition websites did not actually describe their expectations of developing a solid 
technical foundation nor performing level-appropriate repertoire (p. 112). These interview 
participants also assumed that the private teacher has the subject matter knowledge (SMK) 
beyond what is listed on the interview participants’ institutions’ audition websites to prepare 
PVMs to meet technical expectations and to perform with high standards. The need for a private 
teacher with SMK aligns with the theoretical framing of expertise and teaching effectiveness 
used in this study. At the same time, participants in this study acknowledged that it can be 
difficult to find a private teacher and that private teachers may not have SMK (p. 151).  
 One clear illustration of violin professors’ assumptions and a limitation of the study is the 
researcher’s own omission in asking participants to define high performance standards. 
However, this assumption is supported by the literature that performance standards are “viewed 
as an attribute of individuals, and accordingly the assessment of expert performance is carried 




out at the level of individuals” (Simonton, 2018, p. 314), meaning that the definition of high 
performance standards might vary from expert to expert. 
Lack of Communication 
 Perhaps due to these assumptions, interview and survey participants may not have 
thoroughly communicated their expectations to PVMs, K-12 classroom music teachers, and 
private teachers. In general, there appeared to be an overall lack of communication and 
collaboration from violin professors. Although 40% of the interview participants currently make 
efforts to explain their expectations to PVMs, OPCIs, and private teachers, the data showed that 
professors perceived that less than 50% of PVMs meet expectations. The data did not reveal 
whether actively reaching out to the community had positively impacted the performance 
standards of PVMs even if they are still perceived to fall short of expectations. Forty-four 
percent (n = 19) of the interview participants stated that they were happy to share their 
expectations in detail as well as their expertise if PVMs, OPCIs, or private teachers proactively 
reach out to them (p. 152). This passiveness demonstrates a teacher-centered approach that likely 
stems from the master-apprentice tradition of which violin professors are a part. Passiveness may 
also be an effect of siloing and withdrawing into the ivory tower which can plague academia in 
general (Bennett, 2008/2016; NCPI, 2002; Seaton, 2001). The data did not reveal whether 
participants think that their expectations should be shared with PVMs, private teachers, and 
OPCIs, and if so, whose responsibility it is to share this information. 
Finding Private Teachers 
 Working with a private teacher is the central tenet of expertise acquisition, used in the 
theoretical framing of this study, and the master-apprentice tradition (Bennett, 2008/2016; 
Burwell, 2013; Gruber et al., 2008; Latukefu & Verenikina, 2013; Lehmann & Kristensen, 2014; 




Shuler & Shuler, 2020; Gaunt & Westerlund, 2013). However, there are no requirements to 
become a private teacher of violin, nor any accreditation involved (Fredrickson, Geringer, & 
Pope, 2013; Fredrickson, Moore, & Gavin, 2013). This may explain why participants in this 
study could not recommend a reliable source for PVMs to find a private teacher. Fifty-one 
percent (n = 51) of the survey participants suggested that SMK should be a requirement for 
private teachers and 23% of the interview participants suggested that PCK should be required of 
private teachers (p. 155). SMK and PCK are essential to teaching effectiveness, which is part of 
the theoretical framing used in this study. The centuries-long master-apprentice tradition that 
violinists have used to pass down expertise includes little to no formal training in pedagogy 
which may explain why there is no clear definition of a “good” or “qualified” violin teacher. 
One limitation of the data collected in the study is that they did not address the 
participants’ own pedagogical training and knowledge of teaching and expertise theories, which 
were used to frame this study. Since the participants in this study hold advanced degrees in violin 
performance rather than pedagogy or education (Table 3.2), they may not be aware of teaching 
theories or expertise theories. This may explain why participants could not concisely define what 
skills, abilities, and attributes private teachers should have. This lack of formal education in 
pedagogy may also mean that the violinists that violin professors train may not be prepared to 
teach private lessons nor be able to prepare future PVMs for university-level study.  
The Revised Conceptual Framework 
Through data collection and analysis, a more nuanced and detailed conceptual framework 
emerged (Figure 5.2). The left side of the conceptual framework details the factors that affect a 
PVMs’ readiness for university-level study. Ideally, PVMs have adult guidance in the form of a 
private teacher. If there is no private teacher, hopefully there is at least an OPCI, perhaps a K-12 




classroom music teacher. What knowledge private teachers or OPCIs have of violin professors’ 
expectations is a crucial factor in whether PVMs will be prepared to meet violin professors’ 
expectations. These three factors were determined through the theoretical framing of expertise 
acquisition, the literature, data collection, and data analysis. 
Figure 5.2  































The right side of the conceptual framework shows violin professors’ preference for how 
PVMs should prepare to meet their expectations. Violin professors believe that PVMs are more 
likely to meet their expectations when PVMs work with a private teacher. This private teacher 
should have the SMK of a professional level violinist. Additionally, the private teacher should 
have enough PCK to know violin professors’ expectations, especially in building a solid 
technical foundation in PVMs and assigning developmentally appropriate repertoire. To violin 
professors, the ideal mode of knowledge transfer is through the master-apprentice tradition. This 
description of how violin professors expect PVMs to meet their expectations emerged from the 
theoretical framing of the importance of one-on-one instruction in acquiring expertise, the 
theoretical framing of teaching effectiveness, the literature on the master-apprentice tradition, 
data collection, and data analysis. 
Data collection and analysis clearly revealed a disconnect between violin professors’ 
expectations and their perceptions of whether PVMs meet these expectations. The disconnect 
occurs on two levels: 
1. The disconnect between what violin professors’ expectations are versus the perceived 
readiness (or lack thereof) of PVMs for university-level study.  
2. The disconnect between how violin professors think PVMs should be prepared for 
university-level violin study and their perceptions of how they are actually being 
prepared. 
Discussion Summary 
 This chapter explored possible explanations for what the findings mean as well as what 
the findings did not explain. The discussion focused on possible reasons why the participants in 
this study have specific expectations of potential violin majors (PVMs) and why participants 




perceived that less than 50% of PVMs meet them. The discussion also addressed reasons why it 
can be difficult for PVMs to find appropriate guidance in the form of a private teacher to meet 
violin professors’ expectations and the impediment of the K-12 music curriculum to meeting 
expectations. The data indicate that three main factors that may explain why more than 50% of 
PVMs were perceived to fall short of violin professors’ expectations: 
1. Assumptions on the part of violin professors,  
2. A lack of communication and collaboration between all parties: professors, PVMs, K-
12 classroom music teachers and OPCIs, and private teachers, and  
3. The difficulty in finding private teachers and a lack of oversight as to what makes a 
private teacher “qualified.”  
The master-apprentice tradition and expertise acquisition theory were used to frame and explain 
the meaning of the findings. 
  





SUMMARY, CONCLUSIONS, AND RECOMMENDATIONS 
Introduction 
The purpose of this study was to explore violin professors’ expectations of potential 
violin majors (PVMs) in the United States, their perceptions of how these expectations are being 
met, and how PVMs can be prepared to meet these expectations. The following research 
questions were addressed: 
1. How do violin professors describe their expectations of PVMs? 
2. To what extent do violin professors perceive that PVMs are meeting these 
expectations? 
3. What advice do violin professors offer for those preparing PVMs for acceptance into 
university-level music programs? 
This chapter summarizes the first three chapters of the dissertation. Then the findings are 
outlined with conclusions to answer each research question. This is followed by an overview of 
the discussion. Following the conclusions are recommendations offered by the researcher. The 
chapter concludes with a final reflection on this study. 
Summary of Introduction, Literature Review, and Methodology 
 The researcher was prompted to undertake this study due to her experience as a violin 
professor in the United States where many potential violin majors (PVMs) seem unprepared for 
university-level violin study. This contrasts with PVMs in Canada, where the researcher is from; 
in Canada, the Royal Conservatory of Music provides a comprehensive graded curriculum for all 
potential music majors to prepare for university-level music study.  




A review of the literature revealed a lack of formal research into how PVMs are prepared 
for university-level study in the United States, and anecdotal evidence suggested that unprepared 
or ill-prepared PVMs are widespread in the United States. Therefore, research on how to prepare 
PVMs to meet violin professors’ expectations was warranted.  
Elements of expertise acquisition theory and teaching effectiveness theory framed this 
study. The primary aspect of expertise acquisition theory that framed this study was the 
development of technical proficiency through private instruction (Jarvin & Subotnik, 2010). 
Expertise acquisition theory emphasizes the importance of a private teacher in helping PVMs 
develop technical proficiency and other competencies. According to teaching effectiveness 
theory, private teachers must have both subject matter knowledge (SMK) and pedagogical 
content knowledge (PCK; Shulman, 1986a). They should assign work to students in a scaffolded 
manner within their Zones of Proximal Development (ZPD; Vygotsky, 1978; Wood et al. 1976).  
A conceptual framework was created to show what the research questions sought to 
answer. In this framework, the various factors involved in preparing PVMs are described, and 
the disconnect between these factors, violin professors’ expectations, and PVMs’ readiness for 
university-level music study is shown. 
Summary of Literature Review 
The literature review focused on these topics: the skills or SMK and experiences that 
violinists require; becoming a violin major; adult guidance for PVMs; and resources to help 
develop expertise in performing the violin. Traditionally, violinists gain SMK from intense study 
in the apprentice role in the master-apprentice one-on-one setting. Masters transfer both general 
musical knowledge and violin-specific skills through private lessons. See page 36 for a detailed 
description of SMK for violinists. In addition to private lessons, PVMs should have a wide range 




of musical experiences, including playing in a youth orchestra, chamber ensemble, and attending 
summer music programs. Studies in piano, music theory, and music history are also 
recommended.  
 The two most influential adults in a PVM’s preparation for university-level music study 
are the private violin teacher and the K-12 classroom music teacher. However, private teachers 
often have little to no pedagogical training and are not required to possess any specific 
qualifications to teach private violin lessons. The National Association for Music Education 
(NAfME) provides guidelines for the K-12 music classroom, but these guidelines do not include 
developing technical skills. Additionally, K-12 classroom music teachers may not be violinists or 
even other stringed instrumentalists, meaning that they lack the SMK to prepare PVMs for 
university-level study. 
There are many resources available for people who help prepare PVMs for university-
level study. There are syllabi of sequenced and graded pieces that also provide technique in the 
form of scales, arpeggios, and études to support the technical demands of the repertoire 
sequence. Additionally, there are recommended scale books and études for beginner, 
intermediate, and advanced violinists. 
Summary of Methodology 
A descriptive instrumental exploratory study was conducted to explore violin professors’ 
expectations of PVMs in the United States, their perceptions of how these expectations are being 
met, and how PVMs can be prepared to meet these expectations. Multiple data sources and 
multiple methods of data collection were used. Participants in the study were violin professors in 
the United States; see page 70 for details of these specific participant criteria. The setting of the 
study was online and included a survey and video interviews. See Appendix E for the survey 




questions and Appendix F for the interview protocol. Documentary materials, such as university 
music audition websites, were reviewed and used to triangulate the findings. 
Data were collected from May 3, 2020, to June 29, 2020. One hundred twenty-one (n = 
121) participants agreed to participate in the study, out of 276 potential participants, yielding a 
44% response rate. At the end of the survey, participants were asked to volunteer for a video 
interview. Sixty survey participants volunteered, and 44 interviews (n = 44) were conducted, an 
overall 16% response rate from the 276 eligible potential participants.  
Data analysis took place between May 8, 2020, to September 18, 2020. The analysis 
included organizing and transcribing the interview data, member checking, line-by-line coding of 
interview data and open-ended survey questions in NVivo, creating data summary tables, and 
triangulating with documentary materials. Jottings, memos, and research journals provided an 
audit trail of the data collection and analysis process. 
Findings and Conclusions 
Conclusions are provided for each research question. The research questions and their 
related main findings are stated below, followed by a conclusion. 
Findings and Conclusion for Research Question 1 
• Finding 1a: The overwhelming majority of the interview (98%) and survey (98%) 
participants expect that potential violin majors (PVMs) have a solid technical 
foundation. 
• Finding 1b: 72% percent of the interview participants and 98% of the survey 
participants prefer PVMs to work on repertoire aligned with their technical 
development. 




• Finding 1c: The interview and survey participants prefer to work with PVMs who 
demonstrate open-mindedness, teachability, a desire to improve, and a willingness to 
work hard, even if they are less advanced than PVMs who do not demonstrate these 
attributes. 
In conclusion, this study showed that most violin professors have similar expectations for 
PVMs. In order to meet these expectations, PVMs should develop a solid technical foundation, 
work on repertoire that is developmentally aligned with their technical development, and 
cultivate open-mindedness and teachability.  
Findings and Conclusion for Research Question 2 
• Finding 2a: Violin professors accepted PVMs whom they perceived did not meet their 
technical and/or musical expectations. 
• Finding 2b: Violin professors perceived that less than 50% of PVMs demonstrate a 
solid technical foundation. 
• Finding 2c: More than 50% of the interview and survey participants have heard 
PVMs perform pieces beyond their technical ability. 
• Finding 2d: All the interview participants accepted PVMs whom they perceived to 
fall short of violinistic expectations but demonstrated open-mindedness, resilience, 
and curiosity. 
In conclusion, this study showed that PVMs are often accepted into university-level 
music programs even when they are perceived to fall short of violin professors’ expectations. 
Violin professors perceived that less than 50% of PVMs have a solid technical foundation and 
perform repertoire that is too difficult. PVMs, however, often appear open and willing to learn, 
which are traits that violin professors prefer. 




Findings and Conclusion for Research Question 3 
• Finding 3a: All the interview participants and 74% of the survey participants agreed 
that PVMs must work with private teachers to meet violin professors’ expectations. 
• Finding 3b: Participants perceived private teacher responsibilities and roles to include 
holding PVMs to high performance standards, knowing university music programs’ 
and violin professors’ expectations, and preparing PVMs to meet violinistic 
expectations as detailed in Finding 1a and Finding 1b. If private teachers cannot do 
so, they should engage in professional development or help PVMs find a more 
suitable private teacher.  
• Finding 3c: Participants suggested an additional need for adult guidance in 
conjunction with private violin teachers to identify, nurture, and support PVMs. 
In conclusion, this study showed that adult guidance is crucial for PVMs to prepare for 
university-level study, primarily in the form of a private violin teacher. Private violin teachers 
should be able to develop a solid technical foundation in PVMs and select developmentally 
appropriate repertoire to prepare PVMs for university-level study. Other influential adults 
include K-12 classroom music teachers, although learning outcomes for K-12 music classes 
differ significantly from violin professors’ expectations. 
Summary of Unusual and Unexpected Findings 
In addition to the main findings, there were several emergent unusual and unexpected 
findings that did not directly answer but are related to Research Questions 1 and 2: 
• Finding 1d: 37% of the interview participants explicitly correlated their expectations 
of PVMs with their own pre-college background and training. 




• Finding 1e: 26% of the interview participants initially expressed that they did not 
have technical or musical expectations. 
• Finding 1f: 53% of the interview participants believe their expectations to be lower 
than those at conservatories and elite university music programs or that they cannot 
uphold the same expectations of violin professors at those types of institutions. 
• Finding 2e: Only 5% of the interview participants suggested a lack of talent as a 
possible reason why PVMs fall short of expectations. 
• Finding 2f: 58% of the interview participants believe that PVMs, private teachers, and 
other pre-college instructors (OPCIs) do not know what violin professors’ 
expectations are.  
• Finding 2g: 40% of the interview participants actively engage with their communities 
in an effort to communicate their expectations to PVMs, private teachers, and OPCIs 
in order to raise the overall violinistic abilities and skills of PVMs. 
• Finding 2h: 35% of the interview participants demonstrated deficit positioning in 
describing their perceptions of how PVMs are meeting their expectations. 
• Finding 2i: 9% of the interview participants were concerned that accepted PVMs who 
fall short of expectations may enter the professional music world as K-12 music 
classroom teachers or private teachers after graduation.  
Overview of Discussion 
The findings of this study indicated a clear disconnect between violin professors’ 
expectations and how potential violin majors (PVMs) are perceived to be meeting them. Less 
than 50% of PVMs were perceived to have the required technical foundation, and less than 50% 
of PVMs performed developmentally appropriate repertoire. 




The data and literature indicated that four main factors may explain why PVMs were 
perceived to fall short of violin professors’ expectations:  
1. Assumptions on the part of violin professors. The data suggested that the interview 
participants believe that PVMs cannot meet their expectations because PVMs, private 
teachers, and other pre-college instructors (OPCIs) do not know what they are. The 
literature shows that communication between higher education and K-12 can 
improve. The results of this study indicated an overall lack of transparency about 
violin professors’ expectations and how PVMs are assessed.  
2. A lack of communication and collaboration between all parties: violin professors, 
PVMs, K-12 classroom music teachers and other OPCIs, and private teachers. 
Participants and their institutions provide little to no information that is publicly 
available detailing these expectations. The data suggested that the participants in this 
study may not have clearly communicated the details of their expectations. Some 
violin professors have actively engaged in their communities in the hopes of sharing 
their expertise with PVMs, private teachers, and OPCIs, while other violin professors 
remain insulated in their academic silos.  
3. The difficulty in finding private teachers and a lack of oversight as to what makes a 
private teacher “qualified.” The data indicated that there are problems in identifying 
private teachers who have subject matter knowledge (SMK) and pedagogical content 
knowledge (PCK). The literature shows that there are few formal opportunities for 
private teachers to gain PCK. 
4. The National Arts Standards (NCCAS) goals for K-12 music students are 
incongruous with violin professors’ expectations. Not only do some of the 




participants in this study perceive that K-12 music classes inadequately prepare 
PVMs for university-level study, they also believe that these music classes can be 
counterproductive in preparing PVMs for university-level study. 
Recommendations 
Recommendations are offered below based on the findings, discussion, and conclusions 
of this study. They are presented in two categories: recommendations for practice and 
implementation and recommendations for further research.  
Recommendations for Practice and Implementation 
 Recommendations for practice and implementation are offered to the various populations 
that interact with potential violin majors (PVMs): violin professors, private teachers, and K-12 
classroom music teachers. 
Recommendations for Violin Professors 
To increase the number of PVMs who meet expectations, violin professors should 
consider: 
1. Explicitly and publicly communicating their expectations of PVMs. Violin professors 
should consider sharing the details of their expectations on their institution’s websites 
or their own personal websites. The researcher herself intends to post these 
expectations on her website www.violintechnique.org as well as create a short 
pamphlet that will be emailed to the interview participants, every high school 
guidance counselor, and every high school music teacher in the United States. 
2. Engaging in outreach work. Violin professors may engage in outreach work in 
different ways to communicate their expectations; for example, free or reduced-fee 
private lessons for PVMs, professional development workshops for area private 




teachers, or presentations to high school music classes. The researcher herself 
recently reached out to several state string teachers’ associations to offer one free 30-
minute online lesson to any high school violin or viola student. Additionally, she 
plans to continue offering professional development seminars for private teachers and 
K-12 classroom string music teachers in her area. 
3. Generating a resource guide for PVMs, private teachers, and other pre-college 
instructors (OPCIs). In addition to publicly communicating their expectations of 
PVMs, violin professors should consider compiling and sharing a list of resources. 
The list should be vetted by professors and could include recommendations for 
private teachers, youth orchestras, chamber music programs, pre-college music 
programs, summer programs, pedagogical and performance videos and recordings, 
and other opportunities that could provide PVMs with valuable pre-college 
experiences. Violin professors may even consider including their own sequencing of 
technically aligned repertoire for PVMs. 
4. Changing the master-apprentice model. Violin professors should examine how their 
experience in the master-apprentice model has impacted their teaching and 
positioning. They may explore whether insecurity or competitiveness due to the 
secrecy of the master-apprentice model may prevent them from sharing their 
expectations and recruiting PVMs. They should also realize that the secrecy of the 
master-apprentice tradition may not benefit them nor PVMs. The researcher intends 
to start an organization of violin professors that will eventually expand to include all 
violin teachers to create a professional learning community to break down the barriers 
of the traditional master-apprentice dyad. 




5. Self-reflecting upon their positioning. Violin professors should reflect upon whether 
they are using a deficit lens and how it may affect their perceptions of PVMs’ 
readiness for university-level study. They should also consider the broader and long 
term influence of the negative effects of deficit positioning on their own students who 
may go on to teach PVMs from a deficit position. The researcher has made a 
concerted effort, upon the realization of her own deficit framing in approaching 
teaching, to find a balance between a more constructive teaching approach while 
maintaining high performance standards from her students. 
Recommendations for Private Teachers 
To help PVMs prepare to meet violin professors’ expectations, private violin teachers 
should consider: 
1. Focusing on technical development of PVMs. First and foremost, private teachers 
should strive to ensure that PVMs develop a technical foundation through scales, 
arpeggios, and sequenced études and exercises that target specific development areas. 
Private teachers should also aim to teach PVMs to play in a physically healthy 
manner. 
2. Selecting developmentally appropriate repertoire for PVMs. Private teachers should 
carefully choose repertoire aligned with PVMs’ technical development and avoid 
assigning pieces outside of PVMs’ Zone of Proximal Development (ZPD; Vygotsky, 
1978). This may require private teachers to expand their knowledge of violin 
compositions beyond the standard repertoire. 
3. Holding PVMs to high performance standards. Private teachers should impart to 
PVMs that performing more difficult repertoire is not an indicator of actual ability. 




Private teachers should insist that PVMs perform with accuracy, technical control, 
beautiful tone, and secure intonation. 
4. Continuing to build subject matter knowledge (SMK) and pedagogical content 
knowledge (PCK). If private teachers do not feel confident in building a technical 
foundation in PVMs or assigning developmentally appropriate repertoire, they should 
seek help. They can undertake professional development, contact local violin 
professors for recommendations, or help PVMs find a more suitable private teacher. 
Recommendations for K-12 Classroom Music Teachers 
To help PVMs prepare to meet violin professors’ expectations, K-12 classroom music 
teachers should consider: 
1. Understanding how their classroom curriculum and learning outcomes compare with 
violin professors’ expectations. K-12 classroom music teachers should recognize that 
their curriculum is unlikely to align with helping PVMs develop a solid technical 
foundation and that repertoire selections for solo contests and festivals may not be 
developmentally appropriate. While the K-12 music classroom develops important 
skills in students, K-12 classroom music teachers should be aware that their programs 
are not intended to prepare PVMs for university-level applied violin study.  
2. Ensuring that PVMs are aware that the K-12 music curriculum may not be enough to 
prepare them for university-level violin study. K-12 classroom music teachers should 
openly express to PVMs that classroom music classes are no substitute for one-on-
one instruction. In schools that do not include private violin lessons in the curriculum, 
K-12 classroom music teachers should encourage PVMs to pursue private lessons and 
provide recommendations for local private teachers. 




3. Working with local violin professors and vetted private teachers. Due to the K-12 
music curriculum’s limitations in preparing PVMs, K-12 classroom music teachers 
should collaborate with local violin professors and vetted private teachers. They may 
consider pooling resources with local violin professors to create a recommended list 
of materials and private teachers. Local professors may also provide free or reduced-
fee private lessons to PVMs who cannot afford them. K-12 classroom music teachers 
may consider communicating with private teachers when assigning repertoire so that 
PVMs perform developmentally appropriate pieces. 
Recommendations for Further Research 
 This study concludes that less than 50% of PVMs are meeting violin professors’ 
expectations. The researcher recommends further studies be conducted to help PVMs meet violin 
professors’ expectations more successfully, focusing on the roles of the private teacher and the 
K-12 classroom music teacher. Future studies may include these new research questions: 
1. What specific qualifications, skills, and abilities should private violin teachers have to 
successfully build a technical foundation in their students and assign developmentally 
appropriate repertoire? 
2. How can private violin teachers acquire the qualifications, skills, and abilities needed 
to successfully build a technical foundation in their students and assign 
developmentally appropriate repertoire? 
3. How do violin professors in other countries with curricula and syllabi perceive the 
readiness of PVMs in their countries for university-level study? 
4. Who are private violin teachers in the United States? 
5. Who are private violin teachers in countries outside of the United States? 




6. To what extent are K-12 classroom music teachers aware that their learning outcomes 
do not align with violin professors’ expectations? 
7. How can K-12 classroom music teachers and violin professors bridge the gap 
between the K-12 music curriculum and violin professors’ expectations? 
This current study may also be generalized to potential majors and professors of different 
musical instruments, including other stringed instruments. However, the findings from this study 
may or may not be replicable with studies on other instruments, given each instrument’s unique 
history, development, pedagogical tradition, and repertoire. 
Researcher Reflections 
 With this study’s conclusion, I see my own journey from a teacher-centered violin 
professor perpetuating the master-apprentice tradition to becoming a more open-minded violin 
professor seeking to expand beyond the narrow confines of the master-apprentice tradition. At 
the outset of the study, I was frustrated by how I perceived potential violin majors (PVMs) to be 
ill-equipped for university-level study and my perceptions that the teachers who prepared them 
did so inadequately. Throughout this study, I began to understand my own role and deficit 
position in approaching the problem. Violin professors, including myself, also bear responsibility 
in this situation; when we do not clearly communicate our expectations, we cannot expect 
anyone to know them. We must recognize that education is changing and evolving and that 
maintaining the secrecy of the master-apprentice tradition is unsustainable. We cannot assume 
that PVMs have similar backgrounds to us, and we cannot assume that the people who prepare 
them have the necessary subject matter knowledge and pedagogical content knowledge. This is 
where we, as violin professors, can step in and share our expertise. If we wish to keep classical 
violin music alive, we must find ways to be more inclusive of PVMs from different educational, 




geographical, socioeconomic, cultural, and family backgrounds and help provide resources for 
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Categories and Descriptors of the Original Conceptual Framework 
Category 1: Expectations of Violin Majors 
 Descriptors: 
• Solid technical foundation and basic skills on the violin 
• Background of musical knowledge including music theory and music history 
• Musical development including aural skills, rhythmic understanding, and 
understanding of musical concepts 
• Artistic development including phrasing, expression, and musical style 
• Willingness to learn in the applied setting 
• Previous experience with private lessons 
• Resilience 
• Committed to practicing 
 
 
Category 2: Perceptions of meeting expectations 
• PVMs may not have a solid technical foundation on the violin 
• PVMs may not have knowledge of music theory nor music history 
• PVMs may not have matured musically 
• PVMs may demonstrate expressive performance 
• PVMs demonstrate commitment to pursuing violin study 
• PVMs have had private lesson experience 
• PVMs are willing to learn 
 
 
Category 3: Advice given by violin professors 
• PVMs should work with a private teacher who is a violinist and has SMK 
• Ideally, PVMs should work with someone who has SMK and PCK 
• Take advantage of professional development opportunities 
• Choose audition repertoire carefully 
• Ensure technique is included in PVM’s training 
• Prepare PVM for the entire music degree, not just the audition 







Comparison of Syllabi 
Note: Abbreviations: 
Associated Board of the Royal Schools of Music (ABRSM) 
Australian Music Examinations Board (AMEB) 
Royal Conservatory of Music (RCM) 
New Zealand Music Examinations Board (NZMEB) 
American String Teachers Association Certificate Advancement Program (ASTACAP) 
Tables in this Appendix: 
Table B.1 – Grades and Groupings 
Table B.2 – Practical Exam Components 
Table B.3 – Weighting 
Table B.4 – Grading for Pre-Diploma Levels 
Table B.5 – Minimum Corequisites for Pre-Diploma Levels 
Table B.6 – Obtaining the Syllabus 
Table B.7 – Published and Recommended Scale Books 
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Interview Participant Descriptions 
Note. Participants designated with an asterisk (*) next to their pseudonyms are violin professors 
with whom the researcher has a prior personal or professional connection. 
Amalia 
Amalia lives in a southeastern state and teaches applied violin lessons at a school of 
music in a small private university in an urban setting. At her institution, only performance 
majors receive one-hour lessons. Many PVMs who audition at her school meet or exceed her 
ideal expectations, but many PVMs also fall short. In her local area, the PVMs who fall short of 
her expectations have either worked only with their public school orchestra directors or with 
private teachers who skip building a solid foundation and instead “just fly forward with the 
repertoire.” Amalia also works with a small number of pre-college violin students who are 
“playing on as high or higher level than many of the college performance majors at age 14, 15. 
Because the teacher is me.” She says that private teachers and other pre-college instructors 
(OPCIs) should teach PVMs technique sequentially through scales, arpeggios, études, and 
exercises because “skipping those steps become the burden of the student” when they start 
university-level violin study. 
Barbara 
Barbara lives in a southeastern state, and she teaches applied violin lessons at a school of 
music in a large public university in a small city setting. To her, an undergraduate music degree 
with a violin major “is not always a pre-professional degree.” Some of her students become 
professional violinists or have non-violin careers in music, and others work in an unrelated field. 





development seriously while they’re doing it” and work towards becoming the best violinists 
they can be. She takes issue with the competitiveness of some aspects of the high school music 
education culture, mainly when it results in PVMs skipping from beginner to advanced 
repertoire. She gets the impression that many private teachers “feel pressured to assign repertoire 
that’s too hard for the students … And that student will work on a piece for a whole year and not 
be gaining more functional skills.” Barbara states that intermediate repertoire, coupled with 
scaffolded technical work, including études, is crucial for students’ development. 
Bonnie 
Bonnie lives in a southern state and teaches applied violin lessons at a school of music in 
a large public university in a city setting. She is deeply invested in her violin students and helps 
guide them in their career paths as well as providing violin training. In accepting students, she is 
focused more on potential than having her ideal expectations met:  
All of us as pedagogues also recognize when there’s a student with a tremendous amount 
of talent who hasn’t had all of the care that we would have hoped for … they should not 
be denied, necessarily.  
Bonnie is grounded in reality and easily described what level of students apply and are 
accepted in her school. However, she had to be pressed to describe her ideal expectations 
because there are “so many unknowns and so many variables” in PVMs’ pre-college 
backgrounds and training. Bonnie thinks there are many reasons why PVMs are not meeting 
expectations, including the cost of private lessons and whether there is local community support 
for the arts. 
Bram 
Bram lives in a southeastern state and teaches applied violin lessons at a department of 
music in a large public university in an urban setting. He has taught violin at several institutions 





performing of PVMs has varied from state to state. He notes that a school’s reputation attracts 
certain types of PVMs, so while geography is a factor, it is more “situational,” providing 
examples of different schools within one state that each attract differently prepared PVMs. He 
describes a healthy musical culture with family and school support as an environment that can 
produce well-prepared PVMs, regardless of socioeconomic status. In places where the local 
PVMs are ill-prepared to meet his expectations, he recruits violin students from other states and 
countries. He has observed that Canadian and British students have a clearer understanding of his 
ideal expectations, likely due to the graded music systems in those countries. 
Caroline 
Caroline lives in a northeastern state and teaches applied violin lessons at a department of 
music and dance in a large public university in a suburban setting. She has a second job teaching 
pre-college violin students, but the two sets of violin students “never really cross over.” The pre-
college students that Caroline teaches, if they are PVMs, attend other music programs, and she 
prepares them to a significantly higher level than the PVMs who typically attend her university. 
Caroline trains her pre-college students to meet her ideal expectations, but “that never happens” 
with PVMs who do not study with her prior to attending her university. While she does have 
PVMs who audition that meet her ideal expectations, they do not choose to attend her university. 
So, “the people who end up in my studio are often late starters, or the training has been very 
uneven. Or their enthusiasm just blossomed very late. So, there’s a lot of technical cleanup to 
do.” While Caroline engages in a large amount of remedial work with her violin majors, she 
finds them “very satisfying to work with.” She draws the line at students with poor aural skills, 





discovered that there’s a limit to what can happen.” Ultimately, Caroline would like to see more 
interaction between OPCIs, private teachers, and violin professors in a  
pedagogical community where people actually are sharing ideas and getting away from 
their own sense of competitiveness and territorialness in the region. That would be really 
healthy. That would help the students ultimately. The community could use that. 
Chris 
Chris lives in a midwestern state and teaches applied violin lessons at a school of music 
in a mid-sized public university in a suburban setting. Even though he received his pre-college 
training and some of his degrees in the United States, the bulk of his university-level teaching 
experience took place outside of the United States. His experience interacting and working with 
PVMs in the United States is limited, beyond having been one himself. He has experienced 
culture shock working with violin majors in the United States. So far, the violin majors and 
PVMs he has encountered in the United States fall far below his ideal expectations, which are 
generally in line with the other participants’ ideal expectations. He sees a lack of technical 
preparation in PVMs in the United States and notes they are not being assigned repertoire in a 
logical, sequenced manner. 
Dae-Ho 
Dae-Ho lives in a southern state and teaches applied violin lessons at a department of 
music in a mid-sized public university in a small city. His early violin training took place 
overseas, but he completed violin performance degrees in the United States. He is concerned 
about accepting PVMs who do not meet his ideal expectations because he will not have enough 
time with them to work on developing their technical and musical skills since a  
large part of it goes into rehab, and by the time they get to junior year, it’s very difficult 
for us to start doing something new because they have to prep for master’s degree 





Dae-Ho speaks of the importance of parental guidance in finding a private teacher to help PVMs 
prepare for college, even if the parents do not have a musical background. Once the parents have 
identified private violin teachers, the PVM should take lessons with them to determine if the 
working relationship is a good fit. Dae-Ho worries that this is easier said than done given the 
“huge barrier” between parents, college professors, and private teachers. Interestingly, Dae-Ho 
does not take high school music teachers nor PVMs themselves into account when describing the 
lack of communication of expectations between the involved parties. 
Dalia 
Dalia lives in a western state and teaches applied violin lessons at a department of music 
in a large public university in an urban setting. She received pre-college training in Europe and 
elsewhere outside of the United States. She has an appreciation for music education in the K-12 
setting  
because they do have this [music] program in schools, and they do have an orchestra. 
And they do go through repertoire, through arrangements of repertoire on their level, but 
at least they get familiar with it.  
At the same time, she acknowledges that “There is no time for the teachers because they have so 
much to do … They have to have the whole orchestra all the time and teach them all at the same 
time.” This can prevent PVMs who do not have pre-college private lessons from meeting her 
expectations, but she still invests in the students who do not meet her expectations because 
“they’re very dedicated [smiles, laughs]. It’s just the best feeling that you can have at the end … 
You know that they worked hard, and you’re so proud of them.” 
Eleanor 
Eleanor lives in a midwestern state and teaches violin lessons at a school of music at a 





when comparing her own pre-college training to her current students’ pre-college training, she 
laments,  
part of the problem with expectations and expectations not being met is that so many of 
the things that were expected were the norm when I was a college student, which was a 
very long time ago, 
but are no longer the norm. She states that the widespread use of the Suzuki system is one reason 
that PVMs do not meet her expectations but acknowledges that “the method is only as good as 
the teacher and even Suzuki said, ‘The pure Suzuki method is me.’ And then after that, it’s 
something else.” She also thinks that foreign, conservatory-trained violin professors are also part 
of the problem, for two reasons. First, because “many of them are not at all familiar with the 
public school system in the United States and the fact that so many students don’t get private 
instruction.” Second, because these professors were trained in a conservatory program prior to 
their university studies, “there’s no question that you’ve [foreign violin professors] done scales 
and études and technical work and appropriate repertoire, because you’ve been doing it since you 
were a very small child.” As a result, Eleanor believes these professors are unwilling to help 
PVMs in the United States who have not had the same kind of pre-college training and 
they perpetuate the problem because then that student graduates from college and doesn’t 
understand all the progressive things that they should have done as a student before they 
were a music major.  
Eleanor encourages PVMs and private teachers to seek professional resources, such as the 
American String Teachers Association (ASTA), to learn about university-level music study 
expectations and how to meet them. 
Estella 
Estella lives in a western state and teaches violin lessons at a school of music in a small 
private university in a city setting. She sees many students who meet her ideal expectations, even 





expectations, some of whom she accepts because she sees potential for them to develop with her 
guidance. She believes that inequality of access is why she encounters a wide range of 
preparedness in PVMs. There are private teachers in her area who can provide “high-level 
preparation for violinists. Again, it’s usually tied to people who have income and parents who 
are able to spend that kind of time with their kids.” She is involved in her local community music 
school because she firmly believes that violin professors have a responsibility to help PVMs 
prepare for university-level study. Estella does a great deal of outreach work to establish 
collaborative relationships with private teachers and K-12 classroom music teachers. While some 
welcome her work, not all high school teachers or private teachers feel the same way. However, 
Estella is certain that these relationships must be developed to ensure the success of PVMs. 
Eun Jung 
Eun Jung lives in a southern state and teaches applied violin lessons at a school of music 
in a large public university in a city setting. Eun Jung was born and received pre-college training 
outside of the United States. She holds degrees both from her home country and American 
institutions and has taught violin lessons at postsecondary institutions in both countries. 
However, she has been teaching in the United States for only a few years. She is “shocked at the 
lack of knowledge, foundational skills, or even their understanding of basic terminology,” not 
just in PVMs but in students of all levels, including the doctoral level, at her institution. Eun 
Jung has noticed that the PVMs who meet or exceed her expectations in the United States come 
from a musically privileged background–one or both parents are professional classical musicians, 
the PVMs have participated in pre-college youth orchestras and chamber ensembles, and they 
receive regular private lessons. She sees that they have a clear advantage over other PVMs who 






Felicity lives in a southern state. After a long orchestral career, she now teaches applied 
violin lessons at a school of music in a mid-sized private university in a suburban setting. Unlike 
most participants, Felicity works mostly with graduate students, though she does work with a 
small number of undergraduates. She describes herself as “not a real nuts and bolts” teacher; she 
prefers to look at the larger artistic picture, such as creating a concept of sound and creating 
musical choices in interpretation. Incoming first-year violin students who need remedial work 
are usually assigned to other violin faculty at her school. If they are assigned to Felicity, she will 
send them for extra lessons with her colleagues. She has high technical expectations, though she 
is concerned when incoming students “have supposedly played everything.” She finds this 
challenging for two reasons: first, if “I try to rework things sometimes, it hardly ever works 
because they go back to the hard drive that was put in there when they were 15.” Second, “I 
certainly don’t really want to hear an incoming freshman playing Sibelius because what am I 
going to give them for the next four years?”  
Fred* 
Fred lives in a western state and teaches applied violin lessons at a school of music in a 
large public university in a city setting. For decades, he has been steadfast in upholding what he 
considers to be minimum standards; “Even when there wasn’t a good program, I set a level. I 
wouldn’t let anybody in unless they were at that level because I’m not doing them any favors.” 
He decided that, “I’m going to just set a standard. And if they don’t meet that standard, I don’t 
care if there’s one violin person here. We’re just going to wait and build it that way. So that’s 
what I did.” Alone amongst the interview participants, Fred’s ideal standards are equal to his 





responsibility to prepare his violin majors to become successful violin teachers themselves, 
“Because if I’m not doing my job well enough, that means that there’s people out in the area that 
are teaching not very well.” Many of his former students have remained in the local area and 
know how to teach students to meet Fred’s ideal expectations. Fred has prepared his students to 
teach so well that while many of his former students’ students audition and Fred accepts them, 
they are well-prepared enough for acceptance into music schools with stronger reputations. 
Grant 
Grant lives in a western state and teaches applied violin lessons at a school of music in a 
large public university in a large city. Grant is an outlier among all the interview participants. 
Unlike all the other participants, Grant says, “In general, I see a lot of commitment to technical 
preparation, and I see in most of my students, most of my students are interested and committed 
to doing exercises.” Likely because of this experience, he does not espouse the assignment of 
études, as all the other professors recommend. Instead, he likes to create exercises from the 
repertoire that students are currently working on because “you’re working not just on a mindless 
étude, but you’re working on the actual music as written by these master composers.” While 
Grant does observe that both the PVMs that are accepted and denied entrance to his institution 
understand the importance of technical work, “It’s not that they’re all technically proficient, but 
that they have all studied that and are keenly interested in it.” Since the PVMs he encounters 
understand the necessity of technical work, Grant focuses on musical development. PVMs in his 
local area are “less knowledgeable and less experienced in putting together phrases and creating 
shapes in the music and doing the kinds of essential music making-things that are outside of the 





get kids excited about playing music … a more complete understanding of what that means … 
seeing music as an important activity and one that requires a lot of thought and an interest. 
Hector 
Hector lives in a southeastern state. He teaches applied violin lessons at a school of music 
in a large public university in an urban setting. He was born in Europe, where he received pre-
college conservatory training and holds degrees from institutions in the United States. His own 
violin training was extremely rigorous, and he sees that in the United States, “musical early 
training is not ingrained in the culture. Most parents will have their kids playing a sport and not 
an instrument.” Hector is a dedicated music educator and “get[s] really mad” when he observes 
PVMs who have studied with private teachers who avoid working on technical fundamentals 
because “they want to keep the checks coming … and it’s easier to do that by assigning a piece 
than by assigning fingered octaves.” His teaching philosophy is that “I believe in teaching the 
violin, not a specific piece. If I teach you the violin, then you can play anything and play it well.” 
He wishes that private teachers and OPCIs could see the value of technical work and would 
instill the discipline of focused technical work in PVMs’ pre-college training. 
Henry 
Henry lives in a northern state and teaches applied violin and viola lessons at a 
department of music in a small, private, faith-based university in a rural setting. His institution’s 
top orchestra draws many PVMs from across the United States, so Henry is fortunate to have a 
large pool of well-trained violinists auditioning for his program. Even though many high-level 
students apply to major in violin, Henry encourages them to double major in music and another 
academic area: “We have a BA in music that you can major in math and music or science and 





that door.” He believes that “academics are a big part of success. That it’s also a big part of 
playing.” Also, Henry states that pursuing another academic area in conjunction with violin 
studies provides more career paths for graduates since the professional world is highly 
competitive and there are few orchestral openings and college faculty positions for violinists. 
Ivy* 
Ivy lives in a midwestern state and teaches applied violin and viola lessons at a school of 
music, theater, and dance in a large public university in a small city. She is forced to admit 
students who do not meet her ideal expectations, but she has not lowered her ideal expectations 
to meet the quality of student who applies to her school. Ivy suspects that the low level of 
performing of PVMs is due to her location and because she teaches at a land grant university. 
She sees a culture of ignorance about what it takes to succeed in university-level music study in 
high school orchestra directors, private teachers, parents, and PVMs. She encounters many 
PVMs who have learned audition music by rote who have no technical foundation nor read 
music. Ivy believes that there is a lack of qualified private teachers in her area:  
They [private teachers] are the only one, and they have to try and deal with it … [they] 
have never played at a higher level, and everybody thinks they’re wonderful in their little 
town. Why should they think any different? 
Additionally, in her state, there are few string programs in schools, and many string teachers 
“might be band people … they do their best. They’ve got so many kids to take care of … they’re 
trained in class methods, but they’re not trained in pedagogy for the instrument.” Also, Ivy 
wishes that parents understood “that a teacher isn’t just there to prepare them for their seating 
audition or teaching them pieces. And that it’s a discipline. It’s not just a place to park your kid 
for half an hour a week.” Despite the generally low level of preparation of PVMs who audition 
for Ivy’s school, she has encountered a few students who have met or exceeded her expectations. 





they need than even their playing. You can teach people how to play if they’re willing to learn 
and they’re willing to do the work.” Unfortunately, in the past several years, Ivy has encountered 
students who are struggling with the demands of college, partially because private teachers and 
OPCIs are not being honest with PVMs:  
They shouldn’t necessarily just be there to make the student feel good. Because that’s not 
teaching them lessons about perseverance and how to overcome hurdles … And 
certainly, you’re going to need [that] in music. 
Jakub 
Jakub lives in a southeastern state and teaches applied violin lessons at a school of music 
in a large public university in a city setting. For Jakub, PVMs must have goals, and he always 
asks them, “What do you want to do as a career?” He then follows up by asking, “What problem 
do you want to solve with music?” He sees a cultural divide that may prevent PVMs from 
knowing how to prepare to meet expectations. Therefore, Jakub is involved in local outreach to 
connect and communicate with students from “underserved populations” who may be interested 
in becoming violin majors. He extends his interest in outreach work to his students; he asks 
them, “It’s not only about the career, but also, what kind of change are you going to make in the 
world?” 
Jasmine 
Jasmine lives in a northern state and teaches applied violin and viola lessons at a school 
of music in a large public university in a small city. Jasmine has had to modify her expectations 
because she teaches at an open-enrollment institution. She is a clearly dedicated educator and 
invests in her students and has turned many PVMs with little to no technical foundation into 
solid violinists by the time they graduate. Since there are both skilled and ineffective private 
teachers and OPCIs in her area, she sees a wide range of preparedness from PVMs. She wishes 





students excited, so they spend a lot of time just learning songs or pieces.” She is concerned that 
when students work on repertoire that exceeds their technical abilities, it “is connected to injury, 
right? Because the more we play, especially more difficult repertoire than we are able, the more 
we’re able to injure ourselves.” She also worries that students develop bad playing habits, which 
can be frustrating for them to remediate. Of all the participants, Jasmine was the most concerned 
about ensuring de-identification because she does not want anyone she knows to “feel 
discouraged. That is not my intention, of course … Because I spend so much time encouraging 
my students, so I just never want to, for them to feel anything different.” 
Justin 
Justin lives in a southern state and teaches applied violin lessons at a school of music in a 
large public university in a city setting. His early violin study took place overseas, and his violin 
degrees are from institutions in the United States. He has also taught violin lessons at 
postsecondary institutions on two other continents. He has modified his ideals to match the level 
of performing that he typically encounters in his current position. He says that “we’re not in a 
position to be super picky about a high level, but we certainly try to see the potential in the 
student and do my best to work with a project, shall we say [laughs].” An outlier among the other 
professors interviewed, Justin says that “I’m not sure if I should be saying things like, ‘Well, 
they need to be set up well,’ because even some of my students who I’ve tried to teach are not set 
up.” Nonetheless, he is more than willing to meet students where they are and works to help 
them fulfill their potential. He finds that “it’s very gratifying to see a student improve than 
somebody who’s at a high level but may or may not have as much potential for improvement.” 
Interestingly, when probed about his expectations of PVMs applying to his previous institutions 





United States. Justin’s ideals for students outside of the United States include a background of 
musical knowledge, including theory, musicology, aural skills, and piano lessons. His violin-
related ideals for these foreign students are more aligned with the ideals of most of the American 
violin professors interviewed for this study. 
Kaori 
Kaori lives in a northeast state and teaches applied violin lessons at a department of 
music in a mid-sized public university in a suburban setting. While she is fortunate to work in an 
area with strong pre-college music programs, many students who meet her ideal expectations 
choose to attend different institutions. The PVMs that do attend her university work with local 
teachers, and “so much depends, as you know, on the training that they receive themselves.” 
Kaori finds that incoming PVMs “generally arrive knowing many of the major keys [scales] but 
not the other modes and will take a year and a half to two years to just get the basics. It takes that 
long to do it.” She accepts that she must do remedial work with PVMs because she sees that 
many have potential. Due to Kaori’s work in developing her violin students’ skills, she has many 
students that have gone on to have fulfilling careers involving the violin even though they 
entered her institution well short of her ideal expectations. 
Kathleen 
Kathleen lives in a western state and teaches applied violin lessons at a conservatory of 
music in a small private university in a suburban setting. She sees a wide range of skills in the 
PVMs who audition at her school. Some meet her ideal expectations, although she says that it 
“doesn’t mean that they’re totally perfect, they still have areas to grow, but they’ve been very, 
very strong.” Many PVMs also fall short of her ideal expectations, most often because “they 





who are first-generation college students or first-generation classical musicians often come from 
“schools in areas where the opportunity to get lessons is not always high.” These students 
sometimes have opportunities to work with Kathleen or other OPCIs to prepare for university-
level study, but “this just happens out of the goodness of the hearts of the people helping the 
student prepare.” 
Lena 
Lena lives in a southeastern state and teaches applied violin lessons at a department of 
music in a large public university in an urban setting. She was born in Europe and received her 
early violin training there. For Lena, the most crucial aspect of a PVM’s pre-college training 
should be establishing a healthy setup and understanding the “resilience and discipline and 
structure” that go into serious violin study. According to her, PVMs absolutely must have two 
competencies prior to university-level study: a concept of sound and the ability to count. In her 
experience, by the time violin students start college, without these abilities, she has “found 
[them] almost impossible to remediate.” Lena states that private teachers and OPCIs should 
impart to PVMs the importance of a technical regimen incorporated into every practice session 
and that PVMs will succeed when “music can’t be about, ‘I love to play.’ It really does have to 
be, ‘I love the process of being a musician.’” Lena has a clear philosophy of violin pedagogy; 
teachers at all levels should build a solid foundation of skills, understanding, and knowledge in 
their violin students and teach all material in a scaffolded manner.  
Madeleine 
Madeleine lives in a northeast state and teaches applied violin and viola lessons at a 
department of music, theater, and dance in a small religiously affiliated private university in a 





degrees are from Europe and the United States. Since teaching violin lessons at the college level 
in the United States, her expectations have “changed radically. [laughs] To the point where I was 
brought up short, like, ‘Oh, right. Okay. Let’s deal with what we’re dealing with.’ And it’s a 
whole other ballgame.” She has lowered her ideal expectations for PVMs in the United States 
though she still expects technical fundamentals. Madeleine believes that public school music 
education is insufficient to prepare PVMs for university-level violin study and takes issue with 
non-string instrumentalists teaching strings. Madeleine sees that the lack of understanding of 
violin professors’ expectations has led to an erosion of entrance standards for PVMs: 
So, it [expectations] was attacked from the public school angle just through the programs. 
So, then the skill level goes down. So, then the universities drop their level because 
universities need kids. 
She sees that music education in K-12 public schools serves a purpose, which is to have students 
experience and participate in musical activities without outside guidance in the form of a private 
teacher. These private teachers “need to help bridge that gap” between the education that PVMs 
receive in public school and violin professors’ expectations. Private teachers can also help to 
communicate to PVMs’ parents that, “This is standard expectation. This is in terms of literature, 
level of playing, amount of practice; this is what is going to be expected.” 
Margaret 
Margaret lives in a western state and teaches applied violin lessons at a school of music 
in a large public university in a small city setting. She says there is a difference between her ideal 
expectations and the reality of the students who apply to her school. Her ideals are basic and 
simplistic compared to most of the other interview participants: all she is looking for is students 
who have a good set up, can play in tune, have a reasonably good ear, and can perform 
intermediate level repertoire with appropriate style. However, Margaret says that this is “not 





is the smallest of the public universities there. At the same time, she believes that the overall 
level of violin performing in her state has improved–“I can’t say it’s all me or anything like 
that”–but many of her graduates are now teaching privately or in public schools in her state. 
PVMs are struggling to meet her ideals because many students in her state don’t take private 
lessons, or PVMs who decide close to high school graduation to major in music have insufficient 
lead time to prepare to meet her expectations. Of those who have had private lessons, “some of 
the teaching is really good, and some of it is not so good.” She wishes that private teachers and 
OPCIs would include technical work when working with PVMs, including scales, arpeggios, and 
études, even though Margaret does not list those things in her own ideal expectations. She is 
resigned to doing “do a lot of corrective work” in her lessons with violin majors in college. 
Markus 
Markus lives in a southern state and teaches applied violin lessons at a school of music in 
a large public university in an urban setting. Markus was born in Europe and received his 
musical training there. He works primarily with graduate students because there are few string 
programs in his state, and the strong PVMs from his state pursue their violin studies out-of-state. 
The few undergraduate violinists that Markus teaches are high-level players from different states 
or Asia, Europe, and South America. Markus believes that there would have to be a cultural shift 
in his state to increase in-state undergraduate violin major enrollment:  
In the professional music life — classical professional life … It’s impossible to make a 
living … It’s a tough life for young musicians [here]. It’s not only educational 
institutions; it’s the whole community. 
He thinks the few high school orchestra directors in his state are doing a fine job because their 
task is to generate broad interest in classical music. However, in his state, K-12 classroom music 
teachers are not equipped to provide PVMs with the specialized training they require because 





group of adults, in an environment with many other student violinists, perhaps through a separate 
school that is “run by somebody who understands what it takes” to succeed as a violinist. Markus 
also emphasizes the importance of parental support and involvement in a young violinist’s 
success. 
Matias 
Matias lives in a northern state and teaches applied violin lessons at a department of 
music in a mid-sized public university in a small city. Born overseas, Matias received his 
training in Europe before coming to the United States. He is passionate about teaching and 
investing in his violin students, even if they have careers outside of music. He has concerns 
about the culture of music education and violin training in the United States; he wishes that  
at every level, both private teachers and public school teachers would develop a more 
targeted approach … in early identification of talent … and craft approaches suited or 
matched to early talent identification. 
In combination with support from universities, Matias believes that early identification of talent 
“will lead to developing reasonable expectations for higher education in music.” Without this, 
Matias believes that PVMs will struggle to have careers in music. 
Mei-Lin* 
Mei-Lin lives in a southern state and teaches applied violin lessons at a department of 
music in a mid-sized public university in a small city. She believes that the best thing that she 
can do to improve the quality of violin students and teachers in her state is to train her own 
college students to become excellent teachers. Mei-Lin herself has an extensive background in 
violin pedagogy and is well-equipped to train the next generation of violin teachers. However, 
her goal of improving the overall level of pre-college violin performing in her state is stymied by 
what she considers “too many broken pieces that have led to [music] education not being good 





PVMs “that garbage, that, ‘You’re fantastic” or that ‘You can get into any conservatory you 
want.’ And then what are you supposed to say to that?” She thinks all music teachers should take 
their pedagogy seriously because they may bear the responsibility of preparing PVMs.  
Michelle 
Michelle lives in a western state. After a long orchestral career, she now teaches applied 
violin lessons at a department of music in a large public university in an urban setting. She 
directs her energy and focus towards her graduate violin students, and graduate assistants teach 
most undergraduate violin majors at her institution. Because her priority is the graduate program, 
she is unconcerned with building her undergraduate studio. Her biggest concern for all her 
students is, “are these students ready to make a living in music?” To that end, she simply refuses 
to accept performance majors unless they pursue double degrees. She will accept music 
education majors because they can be employed in their field of study. If Michelle knows of or 
works with strong PVMs, she recommends that they attend different schools than hers, to the 
orchestra professor’s consternation. She firmly believes that students “are the customer. I’m here 
to serve you,” even if it means recommending they go to a different university to pursue music. 
This mindset arose from her own experience with a teacher who “persuaded me that I shouldn’t 
leave him. I should study with him one more year, which was so self-serving. It was so — And 
that’s one of my biggest regrets in life.” For the undergraduate violin majors that Michelle does 
teach, “my purpose … is to prepare to educate and give them an appreciation for what I do as a 
performer so that they will support music and performers out in the world.” 
Natasha 
Natasha lives in a southern state. After a long performing career, she now teaches applied 





was born in Europe and trained in a rigorous conservatory setting as a child and in her 
postsecondary training. Before she started teaching at the college level, her first teaching position 
in the United States was at a pre-eminent pre-college music program. As a result of her own 
training background and teaching experience, Natasha has a global perspective. Even when 
teaching at a nationally-recognized pre-college program, she saw that “a lot of American kids 
were much behind, just very behind,” and that they had many technical gaps in their violin 
playing. She is concerned that American violinists “are up against a competition that was not 
present just some 20 years ago” from “fantastic, technically equipped players” from other 
countries, particularly in Asia. In her current position teaching violin at a respected college of 
music, she describes her goals for her students as, “ideally speaking, I would like them to be 
equipped for, hopefully, [a] future career in music.” 
Noah* 
Noah lives in a midwestern state and teaches applied violin lessons at a school of music 
in a large public university in a small city setting. He received his own pre-college training 
outside of the United States. Noah suggests that the reason violin professors must have high 
expectations of incoming violin majors is because it  
is really critical for a student to be able to handle the demands of a college degree 
because they’re going to be doing so many different kinds of playing: quartet, orchestral 
playing, solo repertoire. 
When teaching, Noah would prefer to focus on “issues of musical interpretation and refinement 
of technique” rather than building basic skills or doing remedial work. He does acknowledge that 
PVMs face two issues in pre-college preparation to meet his ideal expectations: a lack of access 
to effective private teachers due to geography and the financial cost of private lessons. He has a 





PVMs. To him, private lessons with an experienced violin pedagogue are essential, and without 
them, PVMs will struggle to succeed in university-level music study.  
Oscar 
Oscar lives in a southern state and teaches applied violin lessons at a department of music 
and performing arts in a mid-sized public university in a rural setting. He was born in Europe, 
where he received pre-college conservatory training and holds degrees from European and 
American institutions. He has also taught violin lessons at conservatories in Europe and has 
worked extensively with pre-college violinists in Europe and the United States, some of whom 
were PVMs. He strongly believes that all violinists should receive early training that stresses the 
importance of scaffolded technical development. This gives these students the future option to 
decide if they want to become violin majors; “they [will] have the level. Then that doesn’t mean 
they are going to do it anyway. But we can try to give them that chance to decide if they want to 
be professional players.” What upsets Oscar is meeting PVMs who have been studying violin for 
“years and years and then not having the option because you didn’t get the right training, or you 
weren’t told certain things.” He thinks that universities should play a large part in pre-college 
music education; he supports the development of preparatory programs that “that are sponsored 
by universities, like string academies, things like that, because programs within the music 
schools or music departments in the university” can fill in the gaps that are missing in K-12 
music education. These preparatory programs could provide individual violin instruction, 







Patrick lives in a northeastern state and teaches applied violin and viola lessons at a 
department of music in a large public university in a suburban setting. Patrick sees that 
geography is a significant factor in how well-prepared PVMs are for university-level violin 
study. He notes that K-12 public schools have funding for strings in wealthier areas, and parents 
can afford to pay for fine violins and private lessons. Patrick is cognizant of the widening 
inequality between PVMs who are aware of what it takes to succeed in university-level violin 
study and those who are not. He believes that it is his responsibility as a violin professor to do 
outreach work, including giving free private lessons and masterclasses for PVMs with fewer 
resources. 
Rebecca 
Rebecca lives in a southeastern state and teaches applied violin and viola lessons at a 
department of music in a mid-sized public university in a small city. In her time at her institution, 
she has raised the entrance expectations for violin majors, but they remain at a beginner level. 
She says that her ideal expectations are higher, but that at her school, she must “accept people 
who are just not at the right level” and that there are other institutions in a similar position: “I 
don’t think we’re alone.” Rebecca is clearly a dedicated, confident, and successful teacher: she 
has taken students from “beginning to very advanced and mediocre middle to very advanced, and 
then middle to advanced or middle into intermediate, and I know what kind of work it takes.” 
She believes that all PVMs can be taught, with few exceptions, to play well; she wishes that 
private teachers and OPCIs would also believe that. She also thinks that private teachers and 







Robert lives in a midwestern state and teaches applied violin and viola lessons at a 
department of music in a mid-sized public university in a rural setting. His expectations are 
rooted in his own experience studying with a Russian violin teacher in the United States. He has 
tried to communicate with OPCIs in his area, but he struggles against the local music culture of 
preparing pre-college violin students to compete in contests such as All-State Solo Competitions. 
He says that this gets in the way of building fundamentals because it can create a mindset in 
which students only see value in working on repertoire and are resistant to doing exercises, 
études, and scales, which build fundamentals. “If you do the scales and if you do the études, you 
will actually be better at your piece, and you will learn it more quickly. So that gets frustrating 
sometimes.” Some local private teachers agree with him, but Robert thinks that public school 
music teachers do not know his expectations: “if the public school teachers know what the 
expectations are that are expected of incoming students, that might go a long way.” 
Samuel 
Samuel lives in a southeastern state and has been teaching applied violin lessons in a 
school of music in a mid-sized public university in an urban setting for nearly 20 years. While 
Samuel says that he is not in a position to be as selective as he would like to be when admitting 
violin majors, he acknowledges that he has been able to significantly raise expectations for 
incoming violinists since he began teaching at this institution. He is resigned to the fact that 
PVMs who attend his school will never be adequately prepared; he is “accepting the point now 
that I just have to be the one to tell, I just have to be the one.” At the same time, Samuel is not 
particularly interested in helping students who “don’t know what a Kreutzer étude is or two 







Susan lives in a southeastern state and teaches applied violin lessons at a school of music 
in a large public university in a rural setting. She sees her state’s geography as a possible 
hindrance to PVMs receiving the best training because private teachers are clustered in more 
metropolitan areas, which can be difficult to access by car. But she notes that “with the advent of 
online instruction, here we go. This is a new frontier. We may be doing more of that.” In addition 
to some of the geographical isolation that PVMs may face, “There is a mentality down in the 
South, and we’re part of the South, the southeast, is that dad says, ‘You’re having music class in 
school. So, you don’t need private lessons.’” On the other hand, Susan sees that homeschooled 
students find more success on the violin, perhaps because “I find those parents are much more 
networked. They talk to the other mothers and so-and-so used to play violin, and they studied 
with this person … they talk amongst themselves.” Susan prepares all of her college violin 
students to teach privately because  
everybody teaches . . .You’re going to play in your regional orchestras, you’re going to 
have lessons to teach too. If you’re a music educator, you’re going to be teaching on 
Saturdays or after school. 
She is also involved in professional development for teachers in her state. Ultimately, Susan 
believes that “to be teachers, they have to understand that their philosophy of why they play the 
violin, is that it’s not just for them. They have to keep it going.” 
Tamar 
Tamar lives in a southern state and teaches applied violin lessons at a school of music in 
a large, private, faith-based university in a city setting. Tamar was born in Europe, where she 
received pre-college conservatory training and holds degrees from institutions in Europe and the 
United States. Specific to her institution, there are faith-based expectations that she looks for in 





while she enjoys remediating students who demonstrate high potential, “I can do if it’s just some 
percentage of my teaching … But if I have to do that with every student, it’s literally a drag.” 
She enjoys the varied level of performing in her studio but wishes that PVMs could establish 
basic technique and work on suitable repertoire prior to college. She acknowledges that “we do 
not have any instructions; this is what you need to [do]” to meet expectations, which leads violin 
professors to “approach it more in the abstract way. ‘Okay, we want the student who plays so 
well.’”  
Theodore 
Theodore lives in a midwestern state and teaches applied violin lessons at a conservatory 
of music in a small private university in a suburban setting. Theodore has tried to reach out and 
communicate his expectations to PVMs. He works with them before the audition, reducing the 
gap between his ideal expectations and the violinistic abilities of the students he admits to his 
studio. He says,  
It’s best for me as a violin teacher, to have developed some relationship with those kids 
before they show up to be college music majors. And also, it’s best for the students. 
They’re prepared. They know what to expect. 
Usually, students who fall short of his expectations do not communicate with him prior to the 
audition and do not prepare the correct audition materials; these students are generally not 
admitted to his school unless they perform “in some way that we see promise and we still accept 
them.” In addition to his technical and musical expectations, Theodore says there are three 
essential things he needs to hear at the audition to determine a PVM’s success in his college 
program: “there’s a huge priority on quality of sound,” students should be extremely well-
prepared for the audition and have ideally memorized the music, and “we’re looking for a 
student who can communicate, that has something beautiful to say in their playing that registers 






Tina lives in a midwestern state and teaches applied violin lessons at a school of music 
with a strong international reputation in a large public university in a small city. Despite her 
university’s strong reputation, Tina encounters PVMs who do not know what her ideal 
expectations are. She also works intensively teaching pre-college violin students who can “whip 
off” all movements of a standard concerto in a month “because they’re set up [well], they can 
play all of these things.” This is in comparison to one of her university violin majors “who, 
essentially, it’s taken me the better part of a year to get him through the last movement of [the 
same concerto]. Well, he plays it fast, but every note’s out of tune and not good.” While Tina is 
deeply invested in violin pedagogy and working with violin majors to become effective violin 
teachers, she agrees with Benjamin Bloom’s (1985) assertion that  
it doesn’t really matter what you have at the beginning level. You just need somebody to 
say, who can recognize that you’re talented and cheerlead you and make you feel good 
and motivated to practice. 
Beyond the beginning stages, according to Tina, a well-informed and effective violin teacher 
“can undo all of the bad stuff they might teach you” to prepare PVMs for university. 
Vanessa 
Vanessa lives in a southern state and teaches applied violin lessons at a school of music 
in a mid-sized public university in a rural setting. Most violin majors at her institution are in 
music education, and not all have had regular private lessons before starting university. As a 
result, she has modified her ideal expectations, but they still include technical fundamentals. 
Vanessa is “fortunate that there is strong support for string players in the many, many orchestra 
programs in the state. And so, I am fortunate in that I can rely on some really great string 





She recognizes that not every state will have public school music teachers who can 
adequately prepare PVMs for university-level study. She finds that PVMs in strong orchestra 
programs in her state are at a “good point to jump off from” even if they do not yet know all their 
scales and arpeggios nor have worked on études. Ideally, all PVMs should have private lessons, 
“unless that private teacher has just not been serving that student very well.” 
Virginia 
Virginia lives in a southeastern state and teaches applied violin lessons at a school of 
music in a large public university in an urban setting. Some of her students come from poor, 
rural areas, where they have had little to no exposure to working with a violinist or private 
teacher. Part of her school’s mission is to “meet first-generation students where they are,” so 
many PVMs fall short of Virginia’s ideal expectations. However, if they are adaptable and do not 
perform with “an insurmountable amount of tension,” she can work with them to provide basic 
fundamental violinistic skills. On the other hand, Virginia considers some students to be well-
prepared, and that is because “I have my handful of people who teach Schradieck and Kreutzer 
and scales!” She “court[s] those teachers heavily.” Virginia has been active in trying to 
communicate her expectations in her state by presenting at Music Educators’ conferences and 
collaborating with local private teachers. At the same time, she acknowledges that her 
expectations “seem obvious. And it’s clearly not.”  
William 
William lives in a northeast state and teaches applied violin lessons at a school of music 
in a large public university with a strong international reputation. Compared to most of the other 
interview participants, William’s violin students are of a higher caliber, likely due to the strong 





William deals with the same problems among PVMs that violin professors with less advanced 
students encounter. He says that students know his expectations because,  
I have to confess; I mostly recruit the students who seek me out. And the fact that they 
seek me out means that there’s a certain savviness there already and a certain baseline 
level of knowledge. 
He still has the same expectations of fundamentals as other violin professors, but he can expect a 
greater degree of refinement:  
Knowing how to not play really loud on the last note of a phrase, just because it comes on 








Filters Used to Search for Participants 
 
Category Filters Applied 
Rank Prof, Asst Prof, Assoc Prof 
Teaching Specialization Strings: Violin 
State/Province All States (exclude Canadian Provinces) 






Survey Questions and Logic 
Start of Block 1 
 
Before we begin, do you meet the criteria to participate in this study?  
 
Are you a tenured or tenure track violin professor? 
o Yes  
o No  
If No Is Selected End Survey 
 
Do you teach at a four-year college or university that grants degrees in music? 
o Yes  
o No  
If No Is Selected End Survey 
 
How long have you been teaching violin in higher education? 
o 0-2 years  
o 3-6 years  
o 7+ years  
If 0-2 years Is Selected End Survey 
 
Does 75% or more of your teaching load consist of applied violin, applied viola, studio class 
and/or small chamber ensemble coachings - classical music only? 
o Yes  
o No  
If No Is Selected End Survey 
End of Block 1 
 




End of Block 2 
 
Start of Block 3 
 






1. Your expectations of potential violin majors as a violin professor and your 
perceptions of how potential violin majors are meeting these expectations. 
2. Suggestions you have for potential violin majors and the people who prepare them.  
 
At the end of the survey, you will be asked to participate in a follow-up video-call interview. 
  
It should take 12-15 minutes to complete the questionnaire — there is a progress bar which will 
allow you to see how much remains. You may also leave the questionnaire at any time and return 
at a later time to complete it.  
 
Again, thank you so much for sharing your knowledge and expertise. 
 
End of Block 3 
 
Start of Block 4 
 
Part I: Your Expectations of Potential Violin Majors and Your Perceptions of How Potential 
Violin Majors are Meeting Them  
 
In this survey, please use these definitions for the following terms:  
 
Violin majors: any first-year undergraduate students who receive weekly 50 minute or 1-hour 
violin lessons (or longer) as part of their curricular requirement.  
 
Potential violin majors: any pre-college potential violin majors who wish to become a violin 
major.  
 
Expectations: The skills you believe are needed by violin majors to succeed in university level 
study and the professional music world. In this study, “expectations” does not refer to the level at 
which you predict that potential violin majors will actually be playing. 
 
End of Block 4 
 
Start of Block 5 
 
S1. In your first year teaching at the college level, potential violin majors’ playing level: 
o far exceeded my initial expectations  
o somewhat exceeded my initial expectations  
o met my initial expectation  
o was somewhat below my initial expectations  
o was far below my initial expectations  
 
S2. Since you started teaching applied violin in your current position, have you observed any 
change in the average level of potential violin majors? 





o much higher  
o somewhat higher  
o the same  
o somewhat lower  
o much lower  
 
S3. Do you accept violin majors that you believe are not ready for university-level study? 
o Yes, to keep my teaching load full  
o Yes, to meet administrative enrollment goals  
o No  
o Other:            
 










Not at all 
important 
Demonstrate appropriate musical style o  o  o  o  
Demonstrate good posture and healthy set up  o  o  o  o  
Follow all markings in score (such as tempo, 
expressive markings, etc.)  
o  o  o  o  
Make effective use of practice time  o  o  o  o  
Memorize pieces  o  o  o  o  
Perform with musical expression and 
phrasing 
o  o  o  o  
Play in tune  o  o  o  o  
Play with note accuracy  o  o  o  o  
Produce a good tone  o  o  o  o  
Sight read  o  o  o  o  
Show varied dynamics o  o  o  o  
Understand rhythm  o  o  o  o  
Use appropriate bow strokes and 
articulations (as marked in the score)  
o  o  o  o  







S4a. Is there anything else you would add to the above list?            
 
S4b. Based on your responses to the list above, what percentage of potential violin majors have 
been assigned repertoire and études that are: 
too easy — does not allow them to demonstrate full range of ability:  %  
appropriate —allows them to demonstrate a wide range of ability:  % 
too difficult — shows gaps in ability instead of showcasing them:  % 
Other (describe):         % 
Total:              100 % 
 
S5. Please provide examples of repertoire potential violin majors have performed at auditions 
that is . . . 
Too easy                                                      
Appropriate                                                     
Too difficult                                                    
 
S6. Please rate each statement below to indicate how important left hand technical skills are for 









Not at all 
important  
Well-developed left hand frame and secure 
intonation  
o  o  o  o  
Proper shifting technique  o  o  o  o  
 Playing in different positions (list which 
ones)        
o  o  o  o  
 One-octave scales in all major and minor 
keys  
o  o  o  o  
 Two-octave scales in all major and minor 
keys  
o  o  o  o  
Three-octave scales in all major and minor 
keys  
o  o  o  o  
One-octave arpeggios in all major and 
minor keys  
o  o  o  o  
Two-octave arpeggios in all major and 
minor keys  
o  o  o  o  
Three-octave arpeggios in all major and 
minor keys  
o  o  o  o  





S6a. Are there additional left-hand skills you would add to the above list?            
 
S6b. Based on your responses to the list above, what percentage of potential violin majors have 
been taught left hand technique that matches your responses? 
Left hand technique exceeds your expectations:         %  
Left hand technique meets your expectations:         % 
Left hand technique falls below your expectations:        % 
Other (describe):                     % 
Total:             100% 
 
S7. Please rate each statement below to indicate how important are the following right hand 
technical skills for potential violin majors: 
 
S7a. Are there additional right-hand skills you would add to the above list?            
 
S7b. Based on your responses to the list above, what percentage of potential violin majors have 
been taught to hold the bow in a way that allows them to execute bowing technique that matches 
your responses? 
Need to make adjustments to their bow hold:         %  
Do not need to make adjustments to their bow hold:        % 
Other (describe):                     % 








Not at all 
important  
A smooth and connected legato  o  o  o  o  
A clear and even staccato  o  o  o  o  
Bowing in a straight line  o  o  o  o  
Bowing parallel to the bridge  o  o  o  o  
Maintaining and controlling the contact point  o  o  o  o  
Off the string bow strokes  o  o  o  o  
Playing even down and up bows  o  o  o  o  
Playing with a clear and resonant tone  o  o  o  o  
Playing in all parts of the bow  o  o  o  o  
Playing with smooth bow changes  o  o  o  o  






S8. What percentage of potential violin majors demonstrate technical skills that: 
support technical demands of repertoire?         %  
do not support technical demands of repertoire?         % 
Total:        100% 
S9. At entrance auditions, do you prefer that potential violin majors’ technical skills and 
development . . . 
o are below the level of the repertoire that they work on  
o are aligned with the level of the repertoire that they work on  
o exceed the level of the repertoire that they work on  
 
S10. Are you more likely to admit potential violin majors who audition with: 
o advanced repertoire they play poorly? 
o basic repertoire that they play well? 
 
S10a. Why?            
 
S11. What other expectations might you have of potential violin majors that have not been asked 
in this survey?            
 
End of Block 5 
 
Start of Block 6 
 
Part II: Suggestions for Potential Violin Majors and the People who Prepare Them  
 
In this survey, please use these definitions for the following terms:  
 
Violin majors: any first-year undergraduate students who receive weekly 50 minute or 1-hour 
violin lessons (or longer) as part of their curricular requirement.  
 
Potential violin majors: any pre-college potential violin majors who wish to become a violin 
major.  
 
Expectations: Your expectations of the skills needed by violin majors to succeed in university 
level study and the professional music world. In this study, “expectations” does not refer to the 
level at which you predict that potential violin majors will actually be playing. 
 
End of Block 6 
 
Start of Block 7 
 
S12. Who should potential violin majors work with to prepare for university-level study? (select 





o A private teacher  
o A school music teacher  
o Other:            
 
S12a. Please describe the qualifications, skills, and abilities that the person you selected in the 
previous question should have:            
 
S13. Should potential violin majors be . . . 
o assigned a broad range or études and exercises that builds a solid technical foundation 
and supports the demands of the repertoire  
o assigned a narrow range of études and exercises that builds a somewhat solid technical 
foundation that supports some of the demands of the repertoire  
o assigned unrelated technical work that does not establish a solid technical foundation and 
does not support the demands of the repertoire  
o not assigned any technical work  
o Other:            
 
S14. Should potential violin majors be assigned repertoire that . . . 
o increases in difficulty as they advance. With guidance, potential violin majors should be 
able to successfully navigate new musical and technical challenges.  
o stays within their capabilities. Potential violin majors should not be challenged musically 
or technically by the repertoire.  
o suddenly increases in difficulty. Even with guidance, potential violin majors would be 
unable to successfully navigate new musical and technical challenges.  
o Other:            
 
S15. Potential violin majors should be assigned repertoire that spans a wide variety of historical 
eras, genres, and composers. 
o Strongly agree  
o Somewhat agree  
o Somewhat disagree  
o Strongly disagree  
 
S16. Potential violin majors should be assigned technical work (scales, exercises, études, etc.) 
that align with the assigned repertoire. 
o Strongly agree  
o Somewhat agree  
o Somewhat disagree  
o Strongly disagree  
 
S17. What suggestions do you have for matching the level of the repertoire and technical 
exercises to the level of the potential violin major?            
 
S18. What resources do you recommend for finding suitable repertoire and technical exercises 





S19. How long should it take for potential violin majors to prepare repertoire for 
performance/auditions? 
o  0-3 months  
o  3-6 months  
o  6-9 months  
o  9-12 months  
o  1 year or more  
 
S20. Please provide any thoughts or suggestions you may have for potential violin majors and 
the people who prepare them:            
 
End of Block 7 
 




Would you be willing to participate in a follow up interview, lasting approximately 15-20 
minutes? It will give you an opportunity to speak in-depth about your expectations as a violin 
professor and your thoughts on how potential violin majors are being prepared for university-
level study. 
o Yes  
o No  
Skip To New Survey if Yes 
Skip To: End of Survey if No 
 
End of Block 8 
 
Start of Block 9 (End of Survey) 
 
Thank you so much for your participation and help! I appreciate the generosity of your time and 




End of Block 9 
 
New Survey 
Thank you. Please provide your name and email address (this information will be confidential). 
The interview will be via Skype, FaceTime, or Zoom, depending on your preference. I will be in 
touch to schedule a time to conduct the interview. 
o Name                
o Email Address              
 








Thank you for completing the survey and for talking to me today. As you know, our conversation 
is being recorded. My dissertation research is about helping potential violin majors become ready 
for college level study. Do you have any questions before we start? 
 
I have some specific questions about: 
I. Your ideal expectations of violin majors 
II. How students are meeting your ideal expectations, and  
III. What your thoughts are about their pre-college preparation and training.  
 
I. Your ideal expectations of violin majors 
I1. Ideally, what technical and musical skills should potential violin majors have? 
I2. What are your thoughts about how potential violin majors are being prepared to meet your 
ideal expectations? 
 
II. How students are meeting your ideal expectations 
I3. Who should potential violin majors seek out to prepare them to major in violin? 
Follow up probes: 
I3a. How would they find this person? 
I3b. Who should this person be? 
I4. What should potential violin majors and parents know about finding a [private] teacher? 
I5. What should these teachers know about preparing a student to major in violin? 
I6. Do you think these things are clear to students or whoever is preparing them? 
 
III. Your thoughts about their pre-college preparation and training 
I7. At auditions, how often do students meet your ideal expectations, whether or not they attend 
your school? 
I8. Tell me about a time that a pre-college student met or exceeded your expectations [at the 
audition].  
 Follow up probes: 
I8a. How did the student meet or exceed your expectations? 
I8b. What do you know about the pre-college training of this student? 
I9. Now tell me about a potential or incoming violin major who fell short of your expectations. 
 Follow up probes: 
I9a. How did the student fall short of your expectations? 







I10. What other attributes should potential violin majors have?  
I11. Is there anything you’d like to share with me about your expectations of potential violin 
majors?  
I11a. Is there anything else you’d like to share about how these students are prepared to meet 
your expectations?  
I11b. Is there anything else you’d like to share about this topic?  
 









Date and Time of Interview: 
Answers to research questions: 
Interviewee’s expectations of PVMs: 
Interviewee’s perceptions of how PVMs are meeting these expectations: 
Advice for private teachers and OPCIs:  
How did he/she talk about, characterize, and understand what is going on? 
What assumptions is he/she making? 
What do I see going on here? 
What did I learn from these notes? 
What surprised me? (to track assumptions) 
What intrigued me? (to track positionality) 
What disturbed me? 
Things I should have followed up on: 
